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television and the legitimate theatre and became one of the 
first television writers to be successfully produced on 
Broadway. The plays of Paddy Chayefsky offer a unique 
opportunity for research in the mass media, since he is one 
of the few established television writers who has proven to 
be equally successful in the motion picture and legitimate 
theatre media. 
THE PROBLEM 
It was the purpose of this study to examine the style of 
writing in Paddy Chayefsky's television, motion picture and 
legitimate theatre plays and to determine if Chayefsky's style 
is equally effective in exploiting the basic ·advantages and 
avoiding the limitations of each of the three media. The study 
is important for several reasons. It is important to students 
of contemporary drama because it adds to the knowledge of the 
techniques and methodology employed by a prominent literary 
figure. It is also important to the field of mass 
communications since researchers in the field have generally 
ignored the detailed study of the individual author. Finally, 
the study is important because it may indirectly add to our 
knowledge of what constitutes a good play in each of the three 
media concerned. 
The scope of this study, however, is limited to Paddy 
Chayefsky's particular style of writing and his effectiveness 
as a dramatist in television, motion pictures and the 
legitimate theatre. Although the study may indirectly aid 
-=----------
2_ 
future research concerning comparisons of the three media, it 
is not primarily designed to be a content analysis of plays 
in each of the media or an attempt to isolate what constitutes 
a good play in television, motion pictures or the legitimate 
theatre. In this research we will attempt to prove the 
following hypotheses: 
1. That Paddy Chayefsky employs the same basic style of 
writing in television, motion pictures and the legitimate 
theatre. 
2. That Paddy Chayefsky's particular style of writing is 
more effective in television than in either the motion picture 
or legitimate theatre media. 
METHOD QE PROCEDURE 
As a preliminary introduction to the study, there is a 
brief biography of Paddy Chayefsky in Chapter II, designed to 
establish the background of the author. The main body of the 
study is divided into three major sections; each devoted to 
one of the three media studied. The first section, Chapters 
III to VII, is concerned with an analysis of Chayefsky's 
television plays. The structure of the television plays is 
examined in Chapter III under the headings of general 
construction, sub-plots, counterpoise and confidant characters 
and the use of irony. In Chapter IV, Chayefsky's style of 
exacting realism is analyzed in reference to the sets, 
character descriptions and dialogue of the plays. The 
characters are studied in Chapter V from the points of view 
3 
of physical description, psychological description and the 
problems they face and Chapter VI is concerned with the themes 
of the television plays. At the conclusion of the first 
section, there is an evaluation of Chayefsky's style as a 
television writer in Chapter VII and his ability to exploit 
the advantages and limitations of the medium is ascertained. 
The second section devoted to a study of Chayefsky's 
motion picture plays in Chapter VIII and the third section 
examining Chayefsky's only legitimate theatre play "Middle 
of the Night" in Chapter IX; are both handled in a similar 
manner to the study of the television plays~ The motion 
picture and legitimate theatre plays are analyzed under the 
same sub-headings of structure, realism, characterization 
and theme and there is an evaluation and comparison of 
Chayefsky's style of writing in the media at the conclusion of 
each section. Chapter X serves as a general summary and 
conclusion to the main body of the study. In this chapter, 
the evaluations of Chayefsky's style in each of the three 
media is summarized and the hypotheses stated in the 
introduction to the study are tested in relation to the 
conclusions drawn from the research. The final ehapter in 
the study, Chapter XI, reviews the critical comments of 
leading newspapers and periodicals concerning the plays of 
Paddy Chayefsky. 
REVIEW Q! THE LITERATURE 
Most of the research involving the content of the mass 
4 
media has been concerned with the simultaneous study o£ many 
authors and has been designed to reveal social content rather 
than to analyze style. In a study o£ motion picture content, 
£or example, Dorothy Jones took a cross-section o£ many motion 
pictures by a variety o£ authors as her sample.3 Miss Jones• 
research was designed to test the content of films to determine 
their similarity to real life under such headings as crime, 
divorce and suicide. In the field o£ Journalism, Bernard 
Berelson and Patricia Slater did a study on magazine fiction 
to determine how this fiction depicted the socio-economic 
level of ethnic groups in our society.4 Again in this study, 
the sample consisted of a number o£ authors from many 
different periodicals. A study of television drama by Sydney 
w. Head, used the same technique of sampling to determine the 
use of social norms in television drama.5 Mr. Head drew his 
sample by a random method from all forms of dramatic shows 
being broadcast over television networks at the time of his 
study. The research in mass communications, then, has 
centered about the social content of the works of many authors 
studied simultaneously. 
In the £ield of English Literature, on the other hand, 
3Dorothy B. Jones, "Quantative Analysis of Motion Picture 
Content," Public Olinion ~uarterlt, 6 (Fall, 1942), P• 411. 
4Bernard Bere son an Patric1a Slater, "Majority and · 
Minority Americans," Public Opinion Quarterly, 10 (Summer, 
1946) p. 168. . ~Sydney w. Head, · "TV and Social Norms" (unpublished 
Doctor's dissertation, New York University, New York, 1952). 
5 
there is precedent for studying the style of prominent literary 
figures and a long history of research involving the works of 
individual authors. A study of Shakespeare's plays by Alfred 
Hart, for example, isolated certain aspects of style that 
appear repeatedly in the plays·. 6 Mr. Hart's research was used 
to counteract a small but influential group of critics who 
claimed that Marlowe rather than Shakespeare had written 
"Edward III". George Zipf, in a similar study of the works of 
James Joyce, proved that a definite order exists in the number 
and frequencies of the usage of words in Joyce's style of 
stream of consciousness.? Other examples include an analysis 
by Loretta Mannex illustrating the influence of Sherwood's 
environment on his style$ and a study by David Morrin 
concerning William Saroyan as a rebel against classic form.9 
In this paper the works of a single author, Paddy 
Chayefsky, ·will be studied to determine his style and to 
establish his effectiveness in three media of mass 
communications. It is the opinion of this researcher that 
the study is a combination of the traditional ~esearch methods 
6Alfred Hart, Shakespeare and the Homilies (Melbourne: 
Melbourne University Press, 1934r;- ---
. 7George K. Zipf, Human Behavior and the PrinciTle of 
Least ~ffort (Cambridge: Addison-Wesley Press, l949 , p;-23. 
Lorretta Mannex, "A Critical Evaluation of the Plays of 
Robert E. Sherwood" (unpublished Master's thesis, Boston 
University, Boston, 194S). · 
9David Morrin, "William Saroyan, An · .American Interpreter 
of Our · Time" (unpublished Master's thesis, Boston University, 
Boston, 1941). 
6 
employed in the fields of mass communications and English 
Literature and represents the first attempt to systematically 
study the works of a single prominent author of the mass 
media. 
7 
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CHAPTER II 
BIOGRAPHY 
Paddy Chayefsky was born and raised in the Bronx, a 
borough of New York City that has served as a setting for many 
of his plays. His boyhood friends and neighbors were first 
and second generation Irish, Italian and Jewish families and 
his early experiences provided him with a keen insight into 
the psychology of ethnic groups and the problems of the 
urban middle-class. Chayefsky attended De Witt Clinton High 
School and later enrolled in City College of New York. His 
early interest in creative writing was stimulated and 
encouraged by Professor Teddy Goodman, whose English 12 Class 
at City College was considered to be the rough equivalent 
of George Pierce Baker's dramatic workshop at Harvard 
U . •t 10 n~vers~ y. 
Chayefsky, whose first name is Sydney, received his 
nickname from an Army lieutenant, while serving with the 
104th Infantry Division during World War II. In the course 
of his Army experience, he was wounded by a land mine in 
Germany and, while recouperating at a hospital in England, 
he contributed dialogue to the film, "The True Glory.nll The 
motion picture was an international undertaking in which Garson 
Kanin, Peter Ustinov and Claude Dauphin were also associated. 
lOJ• P. Shanley; "He Celebrates The Bronx," Saturday 
Review 38 (April lo; 1955), p. 13. · 
IiJ. P. Shanley, "Big Decision ·on · a Bronx Gridiron," New 
York Times (December 12, 1954), Sec. 2, P• 15. 
Garson Kanin was so impressed with Chayefsky's work that he 
later offered him a $500.00 fellowship as an encouragement 
ti •t. 12 to con nue wr1. mg. While in the Army, Chayefsky also wrote 
the books and lyrics for a musical, "No T~O. For Love," which 
was produced at service clubs and military installations 
throughout Europe. 13 
After receiving his Army discharge, Paddy Chayefsky 
worked briefly in his uncle's print shop; an experience which 
later inspired one of his first successful television plays, 
"Printer's Measure.n14 He then turned his attention toward 
professional writing and received his early indoctrination as 
a continuity writer in the motion picture industry. Unsuccess-
ful in Hollywood, Chayefsky ventured into the comparatively 
young medium of television and secured a post as a comedy 
writer for Robert Q. Lewis. "I didn't do very well," he 
recalls. "I got fired--on very friendly terms. I just 
couldn't write gags.n15 The program that eventually sky-
rocketed Chayefsky to fame was the Philco Television Playhouse, 
produced for the National Broadcasting Company by Fred Coe. 
The Playhouse, one of the few programs of television's infancy 
that allowed its writers to be creative at the expense of 
advertising taboos and restrictions, provided the necessary 
12J. P. Shanley, "Big Decision on a Bronx Gridiron," 
cit. 
J:1Ibid. 
14Piday Chayefsky, Television Plays, .£12• cit., p. 269. 
l5J. P. Shanley, "Bl.g Dec1.s1.on on a Bronx Gridiron," 
.£12• cit. 
9 
;maturation for Chayefsky's budding talents. In the foreward 
1 to his book of television plays, Paddy Chayefsky makes the 
following comments about the sterility of television ·writing 
I 
and the comparative freedom that was enjoyed by Fred Coe's 
stable of writers on the Philco Television Playhouse.l6 
I enjoy television l.vriting a good deal for personal 
reasons and because the Philco Playhouse allows me to 
write as well as I care to. Most of my friends are not 
so lucky. They write shows that demean their talents or 
twist their good work when they put effort into it. They 
feel very little pleasure when they set out on their 
first act. They work from under a hard coat of defensive 
unconcern, finding whatever reward they can in the 
mechanical excellence of their craft rather than in 
their artistry. They affect the attitude of the skilled 
artisan, and they go about their work with the diffident 
detachment of a carpenter. It is a laborious kind of 
writing with very few kicks in it. 
In the course of his -vvork for the Philco Playhouse, 
Chayefsky's attitude toward television changed from the terse 
1 remark in 1951, n I'm a legit plaYI.vright--God, who \vants to 
write for TV,n to the encouraging outlook of 1955, ni hope to 
I continue writing for the medium as long as I can. n 17 
To date, Paddy Chayefsky has written twelve full-length 
hour television plays, tvvo revisions of television plays for 
the motion picture medimn and a leg itimate theatre play, 
"Middle of the Night." He lives with his wife in an 
apartment overlooking New York's Central Park and works from 
nine to five every weekday in his midtown office. Hits a 
16paddy Chayefsky, Television Plays, QE• cit., p. xi. 
17J. P. Shanley, HHe Celebrates the Bronx,n QE• cit. 
10 
wonderful way for a writer to work," he says. "It makes you 
feel like everybody else.n18 Paddy Chayefsky's current 
project is his first original motion picture script, 
tentatively entitled "The Goddess," and he plans a screen 
acfaption of "Middle of the Night" and a television series 
in cooperation with the American Psychiatric Association for 
the immediate future. 19 
lBcharle·s Mercer, "Chayefsky' s Recognition Came in · an 
Ironic Manner,!' Plainfield Courier-News (March 25, 1957), p. 23. 
19Ibid. 
11 
CHAPTER III 
ANALYSIS OF THE TELEVISION PLAYS 
INTRODUCTION 
Paddy Chayefsky achieved initial recognition as a writer 
of television plays and is perhaps best known for his work in 
the television medium. The following five chapters are 
devoted to an analysis of seven television plays by Paddy 
Chayefsky: "Holiday Song," "Printer's Measure," "The Big 
Deal," "Marty," "The Mother," "The Bachel0r Party," and 
"The Catered Affair." The bulk of this chapter is concerned 
with a study of the structure of the seven television plays. 
Realism will be studied in Chapter IV, characterization in 
Chapter V, theme in Chapter VI and in Chapter VII, there is an 
evaluation of Chayefsky as a television writer. Before 
attempting such an analysis, however, it is felt that the 
reader should have some familiarity with the story-lines of 
the plays to be studied. The following, therefore, is a 
capsuled outline of the main story-line of each of the seven 
television plays involved in our analysis: 
CAPSULED OUTLINES 
"HOLIDAY SONGn20 
Cantor Sternberger, who has devoted his life to religion, 
suddenly finds that he is beginning to loose his faith in God. 
The Cantor is struck by the evil and misery in the world and 
20Paddy Chayefsky, Television Plays, 2£• cit., pp. 2-34. 
'!"" ---== = 
cannot bring himself to believe that a loving God would permit 
such things to exist. Sternberger decides to leave his 
suburban home and to journey to New York in order to seek the 
counsel of a famous and learned rabbi in an effort to regain 
his faith. After reaching the city, however, he is mis-
directed by a subway guard and boards the wrong subway train. 
While on the subway, Sternberger meets a young Dutch ~igrant 
girl who attempts a suicide. The Cantor restrains the girl 
and induces her not to take her life. The girl tells him of 
her past; she had been separated from her husband in a Nazi 
concentration camp and is now alone and unwanted in a strange 
country. Her story re-enforces Sternberger's doubts about 
the existence of God and he returns to his home more dis-
illusioned than before the journey. An old friend at the 
synagogue, however, convinces him that he must once again 
go to New York and talk to the learned rabbi before 
denouncing his faith. The Cantor returns to the city and is 
again placed on the wrong subway train by the same guard. 
This time, he meets a young man who is also from Holland and 
has also been in a concentration camp. Through their 
conversation, it is revealed that the young man is the husband 
of the girl whom the Cantor had met during his first visit 
and Sternberger is instrumental in re-uniting the couple. 
The Cantor regards his experience as a miracle, especially 
since the subway guard is a rather mysterious, angelic figure 
whom he cannot later locate. Sternberger's faith is restored 
13 
==-------
by the miracle and he returns to his synag0gue to sing at the 
holiday services. 
"PRINTER'S MEAsUREn 21 
Mr. Healy, a proud, elderly compositor in a print shop, 
regards hand printing as an art and views the advent o£ 
technology as a danger to his trade. In order to keep the 
traditions of his trade alive, Healy takes as his apprentice 
a young boy who also works in the shop and shares the 
compositor's admiration for hand printing. Mr. Healy's 
employer, however, in an effort to keep abreast with 
competition in the industry, buys a linotype machine in spite 
o£ the objections of the old compositor. From the first, 
Mr. Healy regards the linotype machine as his personal enemy 
and tries in vain to compete with it in productive output. 
His hatred for technology is intensified by conversations 
with friends who have lost their jobs because machinery has 
replaced their usefulness. The breaking point occurs for Mr. 
Healy when his apprentice, as a result of the death of his 
father, decides that he must enroll in a linotype school, 
because of the financial advantages of mechanical printing. 
In a blind rage, Healy goes to his shop at night and smashes 
the linotype machine with a sledge hammer. The next morning, 
he tells his boss to send him a bill for the damages and that 
21Paddy Chayefsky, Television Plays, 2£• cit., pp. 43-80. 
he will retire from the trade. In spite of what Healy has 
done, his employer is sympathetic because of their long 
friendship. The employer asks Healy to remain on the job. 
The old compositor agrees to finish the day and there is a 
strong implication at the end of the play that Healy will 
remain permanently and adjust himself to the inevitable advance 
of technology. 
"THE BIG DEAL"22 
Joe Manx, a formerly powerful figure in the construction 
industry, has fallen from prominence and is no longer 
respected in his trade. He refuses a government job, 
deciding that it is below his dignity, despite the fact that 
the job would supply a satisfactory income for his family. 
Joe's only desire is to regain his former stature and, in 
order to do so, he constantly engages in unrealistic projects 
which inevitably end in failure. His current project is to 
buy swamp land with the intention of building low cost 
housing upon it. His daughter, Marilyn, has a high-salaried 
position and an inheritance from her aunt. Marilyn has 
supported Joe's projects in the past but is now planning to 
marry and is unable to assist her father financially. Joe 
tries in vain to raise capital to purchase the land from his 
former associates in the construction industry. His conflict 
is intensified by the constant pressures of his wife, who 
22Paddy Chayefsky, Television Plays, 2£• cit., pp. 91-
125. 
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urges him to forget the past and to accept the government 
position that has been offered to him. Joe cannot foresake 
his dream, however, and in desperation, he asks his daughter 
for her five-thousand dollar inheritance to support the project. 
~~ilyn agrees readily, in spite of the fact that her own 
plans for marriage are endangered by doing so. Joe is humbled 
by her unselfish generosity and finally realizes that he 
cannot ask his daughter to sacrifice her future for his 
happiness. He refuses the money and forces himself to adjust 
to the reality of his circumstances. 
"MARTYu23 
Marty, a squat, middle-aged butcher, has one primary 
desire in life; to find a compatable girl and to get married. 
Marty is constantly pressured by his mother and his friends 
to get married, but is frustrated in his attempts to attract 
a suitable mate because of physical unattractiveness. One 
evening, at a dance, Marty is approached by a young man who 
offers to pay him to take a blind date off his hands. Marty 
immediately rejects the idea and feels sympathy for the girl 
whose problem is similar to his own. He asks her to dance and 
an immediate bond is established between them. Their relation-
ship evolves into love and Marty eventually plans to marry 
the girl, Clara. Marty's mother, however, sens~g that his 
23Paddy Chayefsky, Television Plays, 2£• cit., pp. 135-
172. 
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marriage may threaten her own security, suddenly reverses 
herself and tries to prevent the marriage. His friends also 
try to dissuade Marty, pointing out that Clara is homely and 
undesirable. Marty comes to realize, however, that Clara 
represents his only chance to escape from the monotony of 
his drab and empty life. He waivers temporarily under the 
criticism of his friends and mother, but eventually discounts 
their advice and returns to Clara. 
"THE MOTHER" 24 
The Mother, who has been recently widowed, is determined 
to return to her old job as a seamstress in the garment 
industry in order to combat the loneliness of her new life. 
She is handicapped, however, by aged. ineptitude and the 
opposition of her overly-possessive daughter. The daughter, 
feeling insecure in her relationship with her mother, 
continually attempts to buy her mother's love by acting in 
an overly-solicitous manner. After many failures, the mother 
finds an employer who is sympathetic toward her problem and 
secures a position in the garment industry. Because of her 
long period of unemployment, however, the mother sews all the 
sleeves on the work assigned to her for the left hand. She is 
discharged after a single day of employment and is forced to 
concede defeat. The mother moves in with her possessive 
daughter but, after a sleepless night in the daughter's home, 
24Paddy Chayefsky, Television Plays, 2£• cit., pp. 183-
218. 
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she decides that it is impossible for her to live a dependent 
life. In the morning, she informs her daughter that she is 
leaving and will continue to look for employment in spite of 
her past rejections. The daughter finally accepts her mother's 
determination and directs her solicitude toward her own 
family. 
"THE BACHElOR PARTYn25 
Charlie, a young accountant in a New York office, feels 
confined in his typical middle-class marriage. His wife's 
pregnancy increases his feelings of entrapment and Charlie 
longs for the carefree life he enjoyed before marriage. 
Charlie's wife, Helen, sensing her husband's feelings, 
encourages him to attend a bachelor party being held for one 
of his fellow workers. After much persuasion he finally 
agrees to go, in order to break the monotony of his everyday 
life. Charlie, aware of his own conformity and envying the 
seemingly carefree life of the bachelor, is sullenly aggressive 
at the beginning of the party. The party, however, eventually 
comes to represent for him a quest for the excitement and 
romance he feels are lacking in his own marriage. After 
drinking heavily, Charlie is ready to break through the 
rigidness of his conventional life and to find excitement 
with another woman. A sodden tour of the city in quest of 
women proves unsuccessful and the party soon .deteriorates into 
25Paddy Chayefsky, Television Plays, .QE• ,ill., pp. 221-
258. 
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a drinking match. Slowly, as the evening progresses, Charlie 
comes to realize that the bachelor's life is lonelier and 
more unfulfilling than his own. Charlie gains a new insight 
into the quiet virtues of his marriage and returns to his wife 
at the end of the evening with renewed love and understanding. 
"'rHE CATERED AFFAIR"26 
The daughter in the play decides to get married and 
announces her intention of having an immediate, simple 
wedding. The announcement of her plans, however, sets off an 
inevitable chain of reactions. The girl's uncle is offended 
because he is not asked to the wedding. The neighbors, hearing 
that the affair will be rushed, wonder if the girl is in 
trouble. Finally, the bridegroom's parents flaunt their own 
financial position before the girl's parents. This proves to 
be the breaking point for the girl's mother who decides that 
there will be a large, catered wedding. By having an 
extravagant wedding, the mother also sees a chance to 
compensate for neglect of her daughter in the past and to find 
romance which she feels is lacking in her own marriage. The 
girl's father, however, severely resents his wife's social 
climbing and the expense of a catered wedding. The mother's 
plans for the wedding get completely out of hand and the 
expense of the affair reaches staggering proportions. In the 
26Paddy Chayefsky; "The Catered Affair" (unpublished 
television play, 1955), pp. 1-87. 
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ensuing chaos, the girl finds she is losing her honeymoon, her 
friends and almost loses her gr~om. The daughter, summoning 
up her courage, finally demands that they return to the 
original plan of a simple wedding. Her mother resentfully 
agrees and eventually comes to realize that she must find 
what happiness she can in her own marriage. 
THE STRUCTURE QE ~ TELEVISION PLAYS 
Paddy Chayefsky generally frames his plot-lines with a 
clear, concise, standard type of construction. There are three 
acts in each of the seven plays studied; a long first act, 
a second act that tends to be still longer and a very short 
third act. Inthe first act, the major characters, and most 
of the minor characters, are firmly established. At the end 
of the first act, we generally know all that we will have to 
know in the play about the personalities and backgrounds of 
the characters involved. The problem is also stated early in 
the first act and is later confirmed and re-enforced in the 
same act. The second act is generally employed to strengthen 
and add complexity to the problem. Chayefsky almost always 
closes his second act with a s~rong, unresolved climax, which 
evolves inevitably from a series of crises that have been 
building throughout the act. The third acts are very short 
and consist of quick resolutions to the problems without 
superfluous dialogue or action. 
In the play "Printer's Measure," for example, all of the 
major characters and most of the minor characters are firmly 
- -=---- ---=- -
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established in the first act. By the conclusion of the act, 
we know the major characters in considerable detail from 
physical and psychological frames of reference. We are also 
prepared, at the conclusion of the first act, to fit the 
characters into proper perspective in regard to their own 
personal background and the general background of the whole 
play. The problem is also stated early in the first act of 
"Prin.ter's Measure." We are told of Mr. Healy's love for his 
trade and his fear of technological advances in the industry. 
The young boy's admiration for Healy is firmly established, 
which will eventually lead to the climax of the play in 
Act Two. (When the boy turns from Mr. Healy and decides to go 
to linotype school to earn enough money to support his 
family.) The problem is confirmed in the middle of Act One 
when Healy's boss decides to purchase a linotype machine so 
that he can keep up with competition in the trade. The 
problem has not become a reality, and Healy tries in vain to 
compete with the machine. Finally, the problem is re-
enforced in the first act by Healy's conversations with his 
old friends who are now unemployed because machinery has 
replaced their usefulness. 
In Act Two of "Printer's Measure" there are a series of 
minor crises all of which add to the complexity of Mr. Healy's 
problem. The sub-plot is introduced early in the act when 
the young boy's father dies and it becomes necessary for him 
to support his family. This will lead to the climax which 
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serves as a curtain for Act Two. Mr. Healy's battle with the 
linotype machine continues, and we see a series of incidents 
-vvhich show Healy's antagonism toward the machine. There is a 
1scene, for example, in which Healy is alone with the machine 
and curses and kicks it as if it were human and a scene in 
which the valve of the machine bursts, showering Healy with 
hot liquid. Another crisis that builds on the problem occurs 
when Healy goes to the union steward and demands that the 
machine be eliminated from his shop because it is endangering 
his health with its noxious fumes. The series of crises, 
rthen, continues to build throughout the act and the act closes 
with a strong cllinax. The climax occurs when the boy decides 
it will be necessary for him to go to linotype school and to 
.! leave Healy's apprenticeship. The climax is particularly 
strong since the boy, in a sense, represents the future of 
the printing trade and his choice of linotype school is a 
final proof of the machines victory over ~~Ir. Healy. 
In Act Three of nprinter's Measure, n the climax and 
problem are quickly resolved. ~Ir. Healy, in a frenzy of 
1 frustration and despair, smashes the linotype machine with a 
I sledge hammer. He then tells his employer that he vdll pay 
for the damage and retire from his position. The employer, 
because of an old friendship with ~Ir. Healy, convinces him to 
finish the day in spite of what he has done. And finally, 
1there is a strong implication at the close of the play that 
Healy l'lill remain on the job and adjust himself to the 
22 
inevitable victory of technology. 
In plotting his television plays, then, Paddy Chayefsky 
generally uses a long first act to establish his characters and 
problem, a longer second act consisting of a series of crises 
developing into a strong climax, and a short, direct third 
act which resolves the problem. In the seven television plays 
studied, there are several exceptions to this formula. In 
"The Big Deal," for example, the climax does not really occur 
until the end of the play, when Joe Manx asks his daughter for 
her inheritance to support his latest project. In the play 
"Marty," there is a weak rather than a strong climax 
consisting of a momentary waivering on Marty's part because of 
objections to Clara by his mother and friends. Finally, in 
nThe Bachelor Party," there ~s also a weak climax. "The 
Bachelor Party" tends to be a loosely constructed play 
consisting of a series of seemingly unrelated incidents each 
of which makes Charlie a little more aware of the truth about 
his own situation in life. With the exceptions mentioned 
above, however, Chayefsky's television plays have a clear, 
standard plot development that effectively progresses action 
to a strong climax and a quick conclusion. 
USE OF THE SUB-PLOT 
One of the most frequent and effective techniques of 
structure employed by Paddy Chayefsky is the use of a sub-
plot. In all of the seven television plays studied; Chayefsky 
23 
uses a sub-plot to add conflict to the primary story-line. 
The sub-plot is also generally relied upon to bring the conflict 
to a head at the point of climax. The following is a brief 
description of the method Chayefsky uses in employing the sub-
, 
plot in each of the seven television plays: 
"HOLIDAY SONG'' 
The sub-plot in "Holiday Song" is concerned with Cantor 
Sternberger's niece, Naomi. Naomi is thirty-four years old 
and unmarried. A match is arranged by Mrs. Davis, a friend 
of the family, between Naomi and Mrs. Davis' brother, George. 
For Naomi, the marriage represents her last chance to live a 
normal emotional and sexual life. George's chief reason for 
wishing to marry Naomi, is that he is a very devout man and 
would like to marry into the family of a Cantor. Thus, if 
the Cantor refuses to sing at the holiday services because he 
has lost his faith; Naomi's chances for marriage will be 
destroyed. The sub-plot adds to the complexity of the main 
story line, but is not used in "Holiday Song" to trigger the 
climax. Cantor Sternberger decides that he cannot continue to 
act in his office at the synagogue in good faith regardless 
of the effect on Naomi and the sub-plot dqes not seem to 
influence his decision. 
"PRINTER 1 S MEASURE" 
The sub-plot in "Printer's Measure" is concerned with the 
young boy who works as an apprentice to Mr. Healy in the print 
shop. The boy idolizes Mr. Healy and sincerely loves the 
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trade o.f hand printing. When his .father dies, however, the 
boy is called upon to support his family. His mother, 
somewhat unrealistically, insists that the boy's sister remain 
in college in spite o.f the additional financial burden this 
places on the family. The boy is therefore compelled to 
desert the trade o.f hand printing and Mr. Healy for the more 
lucrative .field o.f linotype operation. The sub-plot serves 
to add complications to Healy's problem throughout the .first 
and second act of the play. In "Printer's Measure," the sub-
plot is also used as a catalyst for the climax. When the boy 
tells Healy that he is leaving his apprenticeship, it is the 
breaking point for the old man. The climax is brought to a 
head and Healy smashes the linotype machine with a sledge 
hammer. 
"THE BIG DEAL" 
The sub-plot in "The Big Deal" concerns Joe Manx's 
daughter and her plans to marry. The daughter's .fiancee is an 
intern in a hospital and does not feel financially secure 
enough to get married. The girl convinces him that they 
should marry, since she will be able to support him until he 
becomes a doctor. The daughter, however, cannot continue to 
support her father's projects and at the same time support a 
husband. The sub-plot adds complexity to the main plot-line 
when Joe's wife persistently nags him to accept the government 
job so that they will not be forced to rely on the daughter. 
It also serves to bring the climax to a head when Joe asks 
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his daughter for her inheritance and she agrees to let him 
have it. Joe is so struck by her unselfish generosity, that 
he sacrifices his dream and refuses to accept the money. 
"MARTY" 
The sub-plot in "Martyn concerns Marty's mother and his 
aunt, Catherine. At first, the mother encourages Marty to get 
married and does everything in her power to make him 
fraternize socially. After talking to her sister, however, 
the mother begins to worry about what will happen to her if 
Marty marries. Catherine cannot get along with her daughter-
in-law and finally, in desperation, leaves her son's home and 
comes to live with Marty and his mother. The aunt plants a 
seed of doubt in the mother's mind by insisting that if Marty 
marries, the same thing will happen to her. This causes the 
mother to view Marty's girlfriend, Clara, in an unfavorable 
light. It also causes the mother to change her ideas about 
encouraging Marty to marry. The sub-plot brings the climax 
into focus when Marty's mother tries to dissuade him from 
marrying Clara. His mother's objections, coupled with the 
taunts of his friends, causes Marty to waiver temporarily 
before finally deciding to marry Clara in spite of their 
objections. 
"THE MOTHER" 
The sub-plot in "The Mother" is concerned primarily with 
the daughter, Annie. Annie has apparently been neglected by 
the mother in childhood because she was born at an unsuitable 
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time. She feels a deep sense of insecurity and frustration 
in her relationship with her mother and tries to compensate for 
this with over-solicitation. Annie's over-protective attitude 
toward the mother is an attempt to buy her mother's love, 
which she feels she has never had. This adds complexities to 
the main story-line throughout the first two acts of the play. 
Annie consistently tries to prevent her mother from looking 
for a job and tries also to persuade the mother to live with 
her. The sub-plot also serves to accentuate the climax when 
the mother, who has lost her job because of ineptitude, 
finally succumbs to Annie's domination and agrees to move in 
with her. 
"THE BACHEIDR PARTY" 
The sub-plot in "The Bachelor Party" is concerned with 
Charlie's wife, Helen, and Helen's sister, Julie. At first, 
Helen encourages Charlie to go to the bachelor party because 
she senses his feelings of being trapped by her pregnancy. 
Helen knows that Charlie loves her and does not consider him 
capable of cheating on her. Julie, however, plants a seed of 
doubt in Helen's mind when she tells her what happens at 
bachelor parties and about her relationship with her own 
husband, Mike. Helen begins to worry about how secure her 
marriage really is and when Charlie calls to tell her that he 
will be late; she tries to convince him to come home 
immediately. The sub-plot, however, does not serve as a 
trigger for the climax. Charlie makes his decision about his 
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marriage by realistically appraising the bachelorls lonely 
life in comparison to his own life and the sub-plot does not 
seem too important at this point. 
"THE CATERED AFFAIR" 
The sub-plot in "The Catered Affair" is concerned with the 
mother and her relationship to the father. The mother feels 
a deep sense of frustration in her marriage since the time 
when her own father bribed her husband to marry her. The 
large wedding, for the mother, is an attempt to find romantic 
excitement which she feels is lacking in her own marriage. 
It is also an attempt to compensate for the neglect of her 
daughter in the past. The sub-plot serves indirectly to 
bring the climax to a breaking point. The daughter allows her 
mother to make plans for an extravagant wedding because she 
realizes what the wedding means to her mother. When things 
become completely out of hand, however, the daughter manages 
to summon up enough courage to insist that they return to the 
original plan for a small wedding, in spite of the emotional 
affect this has on the mother. 
EVALUATION OF THE SUB-PLOTS 
The sub-plot is used most effectively by Chayefsky in the 
three plays "The Mother," "The Big Deal" and "The Catered 
Affair." In each of these plays, the sub-plot is introduced 
early in the play and becomes a logical, integral part of the 
story-line. In the play "Marty,u the sub-plot appears 
relatively late in the script and does not seem strong enough 
==--:::======-- --
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to change the mother's attitude toward Marty's marriage in 
lieu of the way she had acted previously. In "Printer's 
Measure," the sub-plot is somewhat contrived. The death of 
the boy's father seems almost overly coincidental to be 
completely believable. And, as explained above, in "The 
Bachelor Partyn and in "Holiday Song" the sub-plots re-enforce 
the main conflict; but are not used to bring the climax to a 
head as they are in the other plays. 
In summary, Chayefsky uses a sub-plot in his television 
plays to add complexity and conflict to the main story-line 
and to bring the conflict to a head. In a minority of the 
seven plays studied, the sub-plots have a tendency to be 
somewhat contrived. Paddy Chayefsky, however, generally has 
complete command of the sub-plot and uses it in an effective 
manner. 
USE OF COUNTERPOISE 
Another technique that Paddy Chayefsky relies upon in the 
structure of his television plays is the use of counterpoise 
characters. In each of the seven plays studied, the primary 
character has a counterpoise. The counterpoise may be a 
major or a minor character, but he is always, because of his 
own circumstances, forced to act in opposition to the wishes, 
desires or demands of the primary character. The counter-
poise character, as used by Chayefsky, is not an antagonist 
in the sense that he is deliberately hostile to the primary 
character. He is rather one who is completely in sympathy 
~9 
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with the primary character, but who is forced to act in 
opposition because of his owm circumstances. 
Chayefsky uses counterpoise in two ways. Most frequently, 
the counterpoise is a character who is emotionally very close 
to the primary character and who acts as a major source of 
conflict in the chief problem of the primary character. 
Counterpoise is used in this manner in five of the seven 
television plays studied. In "Holiday Song" Cantor 
Sternberger has lost his faith and if he does not regain 
it his counterpoise, Naomi, will lose her chance to be 
married. Joe Manx in "The Big Deal" lives in the past and 
if he continues to do so, he will destroy his daughter's 
future. In the play "Marty, " Marty lmows i.f he marries 
Clara he will hurt his counterpoise, the mother, and that 
their emotional relationship will be ·changed. In "The 
Bachelor Party," Charlie longs for the carefree life of the 
bachelor and during the party wishes to find another woman 
in spite of his love for his counterpoise, Helen. Finally, 
in ttThe Catered Affair," the daughter realizes what a large 
wedding means symbolically to her mother. The daughter comes 
to realize, however, that she must stop the extravagant 
wedding plans in spite of the effect t~is will have on her 
counterpoise. 
The second way Chayefsky uses counterpoise is to have the 
character acting in opposition to the primary character, 
trigger the climax of the play. Here, the counterpoise 
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commits an act that causes severe emotional strain to the 
primary character and brings about the climax of the play. 
In the play "The Jl.fother," the mother tries desperately to keep 
her job at the sewing machine. Her counterpoise, the boss, 
in spite of his sympathy for the mother, finds it necessary 
to fire her because of her ineptitude and the competition 
of the business world. This brings about the climax, for the 
mother, now completely defeated, is forced to forget her 
desire to support herself and gives in to the demands of her 
overly-protective daughter. Chayefsky also uses counterpo i se 
in this manner in the play, "Printer's Measure." In this 
play Mr. Healy's only hope to keep the traditions of his 
trade alive lie in the apprenticeship of the boy to hand 
printing. Healy's counterpoise, however, because of his 
father's death, finds it necessary to desert Mr. Healy and to 
study linotyping. This triggers the climax for Healy, feeling 
completely defeated by the machine, goes to his shop at night 
and smashes it with a sledge hammer. 
In summary, counterpoise characters are used in 
Chayefsky' s television plays in tl'ro ways. First, to serve 
as a major source of conflict in the problem of the primary 
character and secondly, to trigger the climax of the play by 
committing acts causing severe emotional stress to the 
primary character. 
USE OF THE CONFIDANT 
In the majority of the seven plays studied, Chayefsky 
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provides his primary character with one or more confidants. 
The personality, background and problem of the confidant is 
usually parallel to that of the primary character. Chayefsky 
again uses the confidant in two different ways. In three of 
the plays studied, the confidant acts as a support for the 
primary character. The daughter in "The Big Deal" encourages 
Joe Manx in his fantasy and aids him financially and 
psychologically to pursue his unrealistic dreams. In the 
play "The Mother," both the son-in-law, George and the other 
daughter, Marie, are confidants for the mother. George and 
Marie realistically appraise the mother's situation and 
understand that Annie's over-protectiveness will destroy the 
mother's spirit. They also try unsuccessfully to make Annie 
realize that she is causing the mother more harm than good. 
Finally, in "The Catered Affair," Uncle Jack acts as a 
confidant for the mother. He supports the mother in her 
battles with the father and attempts to aid her financially 
in her demands for a large wedding. 
The second way Chayefsky uses the confidant is to point 
out the universality of his theme material. In this case, 
the similarity of the problems confronting the confidant and 
the primary character is stressed in order to make aware the 
fact that the problem is one that is wide-spread. In the 
play "Marty," Angie and Marty's other friends at the local 
bar serve as confidants. All have a similar problem, an 
inability to assert themselves with the opposite sex and a 
----
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~ drab and lonely existence. The use of confidants in "Marty," 
supports Marty's situation and attests to the universality 
of Marty's problem. In "Printer's Measure" the confidant is 
also used in this manner. Here, both Lundy and Faulkner serve 
as confidants for Mr. Healy. Lundy and Faulkner have both 
been fired from their jobs because machinery has replaced them 
and this focuses attention on Healy's problem and supports 
the universality of his situation. 
Chayefsky does not use a confidant as a technique of -
structure in "The Holiday Song" and in "The Bachelor Party." 
Both Cantor Sternberger and Charlie are characters who stand 
apart from the other people in the play and who work through 
their problems without the encouragement of a confidant, in 
the sense that we have been using the term. 
USE OF PATHOS 
Perhaps the most impressive talent at Paddy Chayefsky's 
command is his ability to use humor to frame a scene of tender 
emotion. Chayefsky uses comedy to increase the emotional 
intensity of a scene by spreading a warm, protective coat of 
humor over the pathos of desperate people vainly trying to 
escape from their problems. Some of the most dramatic scenes 
in the seven plays studied are examples of the use of pathos 
to increase emotional intensity. The following dialogue, 
for example, occurs in ''Holiday Song" after Naomi tells 
Cantor Sternberger that George wishes to marry her and that 
he is very eager to be a member of such a religious family: 27 
NAOMI: I•-I don't understand exactly what your 
talking about, Uncle -Leon. 
CANTOR: I am saying that Mrs. Davis' brother will not 
come to dinner on ·Monday. The soup will be as molten 
lead in his mouth, and he will revolt at the chicken. 
You are cursed with a disillusioned uncle, my child. 
Men of piety · will turn from you. If this young man 
is so devout, he will not marry you, Naomi. You must 
prepare yourself for his denial. 
NAOMI: I don't understand how one day you can believe 
in God, and the next day you can't. 
CANTOR: My dear child, do you think I understand? 
NAOMI: ~~s. Davis' brother is only going to be here till 
the end of the holidays. Couldn't you reserve your 
decision on God for two weeks, just till after the Day 
of Atonement? 
Naomi's request that her uncle reserve his decision on 
God until after she has successfully ended her search for a 
husband is one of the most poignant uses of pathos in the 
television plays. 
In "Printer's Measure," Chayefsky uses pathos in a more 
subtle way in the scene where the valve of the linotype 
machine bursts and sprays Mr. Healy with hot liquid: 28 
BOY: Watch it, its spurting. 
(WITH A SCREECH, MR. HEALY DARTS BACK.) 
HEALY: Did you see thatl Did you see thatJ 
BOSS: What happened, John? 
27Paddy Chayefsky, Television Plays, ££• cit., p. 22. 
2Bibid., p. 69. 
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LINOTYPIST: Aaah, it just spurted. It just stings a 
minute. 
HEALY: (HOLDING OUT HIS HAND LIKE A TROPHY) The unholy 
thing sprayed mel Did you see that nowJ 
LINOTYPIST: I've been sprayed a hundred times. 
HEALY: (TO BOSS) Suppose it had gone into me eye? We'll 
all be blind before the year is outl The machine's a 
hazard to one and alll 
BOSS: All right, John, what are you yelling about? 
HEALY: This unholy monster is a threat to life and limb, 
and I demand that it leave this shopl Either it goes, or 
I gol But I'll not take my life in my hands from this 
moment onJ 
LINOTYPIST: You just got a couple of lead drops on your 
arm. Just wipe them off. 
HEALY: Did you hear me, boss? 
BOSS: All right, all right) take it easy, will you? 
Nothing happened. The pot spurted a little. 
(MR. HEALY THRUSTS HIS ARM OUT FOR THE BOSS TO SEE.) 
HEALY: Will you look at it? Mottled with leadl 
BOSS: (ROARING) All right, Johnl Cut it out will youJ 
You'd think it was radioactive, for heaven's sakesJ Its just leadJ Wipe it offl And stay away from the 
linotyper, will youl You're driving him crazy. 
Mr. Healy's humorously exaggerated action covers the deep 
feeling of frustration and hatred he feels toward the machine. 
A hatred that he seems able to express only by striking out at 
the machine as if it were a human enemy. 
In the play "The Big Deal," when Marilyn tells Joe that 
she is to be married and Joe decides to celebrate by taking 
her to dinner, pathos is used in an extremely intense and 
35 
emotional manner:29 
JOE:: (MORE OR LESS TO MARILYN IN THE KITCHEN) . Well, 
this-rB certainly an occasion. A nice young fellow. He's 
going · to make a success out of himself. In a couple of . 
years, mark my words, he'll be making twenty, thirty 
thousand dollars a year. · 
(HE CROSSES TO THE KITCHEN DOORWAY AND STANDS ON THE 
THRESHOLD WATCHING HIS DAUGHTER.) 
JOE: Under a little different circumstances, I would 
have given you two kids a wedding, the whole city of 
Toledo would talk about it for weeks. I'd have a thousand 
dollars worth of cold · cuts alone. You'd have some big 
shots at your wedding; believe meJ State Senator Howard 
Schram would be there, I can tell you that~ They'd pour 
the wiskey out of barrels. The ballroom would be littered 
with drunks. Very important drunks. Men worth in the 
millions. 
{THE DAUGHTER JOINS HIM AT THE KITCHEN DOORWAY AND STANDS 
LISTENING TO HIM WITH A SMILE OF DEEP FONDNESS AND 
UNDERSTANDING. FOR A MOMENT JOE RETURNS HER GAZE 
OBVIOUSLY VERY FOND OF HIS DAUGHTER. THEN HIS EYES DROP.) 
JOE: (HIS VOICE LOWERED) Marilyn, I'll need a couple of 
bucks to cover the evening. It might come as much as 
twenty, twenty-five dollars. 
DAUGHTER: (SMILING) Sure, Pa. 
In this scene, the weakness of Joe's personality and 
Marilyn's patient love for her father are made painfully 
apparent to the viewer through the use of pathos. 
Pathos is also employed in a somewhat similar way in 
"Marty," when Marty calls up a girl he casually met a month 
before and asks for a date:30 
MARTY: (WITH A VAGUE PRETENSE AT GOOD DICTION) Hello, 
is this Mary Feeney?--Could I please speak to Miss Mary 
Feeney?--Just tell her an old friend. 
29Paddy Chayefsky, Television Plays, 2£• cit., p. 100. 
30Ibid.' p. 139. 
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(HE WAITS AGAIN. WITH HIS FREE HAND HE WIPES THE 
GATHERING sv·mAT FROM HIS BRmv.) 
MARTY: Oh, hello there, is this Mary Feeney? Hello, 
there, this is Marty Pilletti. I wonder if you recall 
me.--Well, I'm kind of a stocky guy. You was with 
another girl,. and I was with a friend of mine name Angie. 
This was about a month ago. 
(THE GIRL APPARENTLY DOESN'T REME~lliER HIM. A SORT OF 
PANIC BEGINS TO SEIZE MARTY. HIS VOICE RISES A LITTLE.) 
MARTY: The RKO Chester on Payne Boulevard. You was 
sitting in front of us, and we was annoying you, and you 
got mad; and I'm the fellow who works inna butcher shop--
come on, you know who I aml--That's right, we went to 
Howard Johnson's and we had hamburgers. You hadda milk 
shake.--Yeah, that's right. I'm the stocky one; the 
heavy set fellow. --Well, Pm glad you recall me, because 
I hadda swell time that night, and I was just wondering 
how everything was -with you~ How's everything?--That's 
swell.--Yeah, well, 1 1 11 tell you why · I called.--I was 
figuring on taking in a movie tonight, and I was 
wondering if you and your friend would care to see a movie 
tonight with me and my friend? (HIS EYES ARE CLOSED NOW) · 
Yeah, tonight, I know it's pretty late to · call for a date, 
but I didn't know myself till .--Yeah, I know, well 
how about .--Yeah, I know, well maybe next Saturday 
night?--Well, how about the Saturday after that?--Yeah, 
I lmow.--Yeah. Yeah.--Oh, I understand, I mean • 
(HE JUST SITS NOW, HIS EYES CLOSED, NOT REALLY LISTENI NG. 
AFTER A MOMENT HE RETURNS THE RECEIVER TO ITS CRADLE AND 
SITS, HIS SHOULDERS SLAC K, HIS HANDS RESTING LISTLESSLY 
IN THE LAP OF HIS SPOTTED WHITE APRON.) 
Marty's desperate effort to play the gallant reveals his 
insecur ity and frustration in regard to sex in an extremely 
intense manner. 
In sumn1ary, then, Chayefsky uses pathos to increase 
emotional intensity by spreading a coat of humor over the 
frustrations and insecurities of his characters. The comic 
' 
scenes in the seven television plays studied, are not 
satirical and do not mock or deride the characters involved. 
Chayefsky's humor is a warmly compassionate one and in complete 
sympathy with his stumbling, inarticulate heros. 
SUMMARY OF TECHNIQUES OF STRUCTURE 
In plotting his television dramas, Paddy Chayefsky employs 
a clear, standard type of plot development that effectively 
progresses action to a strong climax and a quick conclusion. 
Within this over-all framework, many dramatic techniques of 
structure are used to good advantage in the television plays. 
Sub-plots, for example, are used to strengthen the main story-
lines and to bring the climax to a head at the proper moment. 
Counterpoise characters, who are forced to compete with the 
primary characters because of circumstances, and confidant 
characters, who support the primary characters and add 
universality to the theme, are also employed. Finally, 
Chayefsky is most effective in using pathos to increase the 
emotional intensity of his scenes. In conclusion, the 
television plays of Paddy Chayefsky reveal a concise 
craftsmanship and a firm command of the techniques of plot 
development. 
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CHAPTER IV 
REALISM IN THE TELEVISION PLAYS 
The second portion of the analysis of the television 
plays is concerned with realism. Chayefsky commented on his 
style of writing in the following manner:31 
As a writer I hope some day to write bold, inventive 
theatre pieces, not necessarily limited by realism, but 
at this moment I am a realistic writer. I try to write 
about love and happiness and fulfillment in particular, · 
mundane terms, because I believe they are mundane things, 
as real as the audience or electric light bulbs, palpable 
to the touch, recognizable to the senses. 
Paddy Chayefsky's style of writing is one of exacting 
realism. His sets, character descriptions and dialogue reflect 
an almost photographic verisimilitude of the actual reality 
of urban middle-class existence. In this chapter we will 
examine the use of realism and verisimilitude as employed in 
the seven television plays outlined in Chapter III. The plays 
will be studied under three sub-headings: sets, character 
descriptions and dialogue. There is a general evaluation of 
the use of realism at the conclusion of the chapter. 
SETS 
Paddy Chayefsky's seven television plays are set in an 
urban environment of subway trains, crowded apartment houses 
and noisy, congested office buildings. In describing his 
scene settings, Chayefsky employs a style of minutely 
detailed realism. Little emphasis is placed upon abstract or 
31Paddy Chayefsky, · "Not So Little," New York Times 
lJuly 15, 1956), Sec. 2, P• 1. 
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symbolic sets that imply reality through suggestion. If a 
scene oc curs in a neighborhood luncheonette; the set is a 
real luncheonette, minutely described with florescent 
lighting, grubby waitresses and dirty silverware. His set 
:for the print shop in "Printer's Measure," .for example, 
accurately portrays in the smallest detail its counterpart 
in reality.3 2 
_- 40 
Fade In: A wooden sign swaying ever so little in a 
May morning breeze. The sign is old and battered, .and the 
words, "Emperor Press" are barely discernable. The camera 
moves slowly down across a store window so dirty that you 
can hardly see through it. Again dimly visible, "Emperor 
Press." The window display is a number o:f samples ·of the 
printer's work--all printed at least ten years ago, the 
edges curling up, and covered with dust. The .camera moves 
toward the door, which is one step down from the sidewalk, 
opens the door, moves in. We are faced with a railing 
that separates the customers from the shop proper. It is 
a crowded, dark, dank little place. The only illumination 
is provided by work bulbs over each press. The floors 
are black from years of spilled ink and littered with balls 
of crumpled paper. The air is dense with the smell of 
kerosene. 
Similarly, the description of the garment industry loft in 
the play "The Mother" accurately mirrors the drab, conjested 
and hurried atmosphere of New York's Seventh Avenue.33 
Fade In: Film. Lunchtime in the needle-trade 
district of New York. A quick montage of shots o.f the 
streets, jammed with traffic, trucks and working people 
hurrying to the dense little luncheonetts .for their lunch. 
Dissolve To: Interior of the Tiny Tots Sportswear Co., 
Inc., 137 West Twenty-Seventh Street, on the eighth floor. 
It is lunchtime. We dissolve in on some of the women 
operators at their lunch. They are seated at their 
32Paddy · Chaye:fsky, Television Plays, QE• cit., P• 43. 
33 Ibid., P• 195. 
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machines, of which there are twenty in two rows of ten, 
facing each other. Not all of the operators eat their 
lunch in, about half go downstairs to join the teeming 
noontime crowds in the oily little restaurants of the 
vicinity. The ten-or-so women whom we see, munching 
their sandwiches and sipping their containers of coffee 
and chattering shrilly to one another, all wear worn 
house dresses. A good portion of the operators are 
Negro and Puerto Rican. Not a few of them are gray-
haired, or at · least unmistakably middle-aged. The rest 
of the shop seems to consist of endless rows of · pipe 
racks on which hang finished children's dresses, waiting 
to be shipped. In the middle of these racks is a 
pressing machine and sorting table at which two of the 
three men who work in the shop eat their lunch. At the 
far end of the loft, in a corner so dark that a light 
must always be on over it, is an old, ·battered roll-
top desk at which sits the bookkeeper, an angular woman 
of thirty-five, differentiated from the hand workers in 
that she wears a clean dress. Somehow a tortured 
passageway has been 'tllforked out between the racks leading 
to the elevator doors; it is the only visible exit and I, 
entrance to the shop. 
Another example of the use of realism in set description 
occurs in the subway scene in ttThe Bachelor Party." Here, 
once again, Chayefsky captures the atmosphere and frantic 
pace of daily life in the city in a very true-to-life 
manner. 34 
Cut Sharply To: Film. The Jersey City entrance to 
the Hudson and Manhattan tubes--eight-thirty in the 
morning--crowds of people pouring down into the subway. 
Cut To: Film. The Hudson and IVIanhattan subway 
hurtling along through its dark tunnel. Dissolve To: 
Interior of a crowded subway car. The camera pokes 
along between the bodies of the straphangers, comes to 
a halt on Charlie and another young married fellow, who 
are silently sitting, each with his hands folded in his 
lap. The friend, whose name is Kenneth Homan, is 
neatly dressed in collar, tie and seersucker suit. 
Charlie has conceded more to the August heat. His · 
jacket is folded across his lap, his collar is open, 
34Paddy Chayefsky, Television Plays, £E.• cit., p. 225. 
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his tie loosely knotted. In short, two young white 
collar workers on their way to work. Hanging on to a 
strap directly in front of them is a full-b1own young 
woman. Sitting to · Kenneth's right is a pretty girl in 
her early twenties, reading a newspaper. · The two young 
husbands ride silently along for a moment, swaying in 
accordance with the trains movement. 
The sets of the seven television plays studied, then, 
employ little symbolism or abstractness to suggest reality, 
but are rather as realistic and complete as possible and 
mirror actual life in the minutest detail. 
CHARACTER DESCRIPTIONS . 
In the descriptions of his characters, Chayefsky again 
employs a technique of detailed realism. His description of 
Joe Manx in "The Big Deal," for example, is so complete as to 
include Joe's tie; which is elegantly knotted, but slightly 
askew.35 
We narrow our attention to a little man of fifty-
odd years seated at a table, study-ing a cup of coffee in 
front of him. He has on a blue, pencil-striped suit, 
single-breasted and which somehow gives the feeling of 
the 1930's. His tie is tied into a narrow, elegant 
knot; but it is slightly askew. His shirt collars turn 
up at the edges. His fedora rests on the table at his 
elbow. This is Joe Manx. 
Another example is l\~. Healy in "Printer'.s Measure" who 
is described in such detail that we can easily visualize the 
character from reading the description alone.36 
The door to the bathroom opens, and a round-
shouldered, bandy-legged, crusty-looking little man in 
his sixties comes out, tying his blackened printer's 
3~Paddy · Chayefsky, Television Plays, 2£• cit., p. 91. 
3 Ibid.' p. l~o4· 
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42_-
apron behind him. Under his apron he wears an old-
fashioned undershirt with elbow-length sleeves and a 
collar that buttons to the throat. A somewhat bizarre 
effect is created by the fact that he always wears an 
old, worn, gray fedora hat. 
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Chayefsky also maintains the same exacting verisimilitude 
when describing the actions of his characters. Perhaps the 
best example of this is the very true-to-life pantomine of 
Charlie and Helen in "The Bachelor Party" trying hard to 
wake up on a hot and dreary Monday morning.37 
Charlie sits up in bed. His shoes and socks are on 
the floor by his feet. · He reaches down and starts to 
put them on. Suddenly, from the bathroom, Helen's rather 
vague soprano burst into song "Ramona, I see you by the 
Garden wall." Here it stops as abruptly as it began. 
Charlie's head slowly turns to look to the bathroom, then 
back again to the business of putting on his shoes. His 
face is expressionless, but there is no mistaking the 
sodden distaste he has for the world today. He pushes 
his feet into his shoes and just sits there, head hanging, 
shoulders slumped• Behind him, the sudden noise of 
rushing tap water, then off. Then his wife comes back 
into the bedroom. She is carrying a bath towel with 
which she is drying her face. Finished, she drops the 
towel on the bed and begins to dress. She is in a 
position now where most of her is obscured from the 
camera either by the footboard of the bed or by Charlie's 
unmoving slumped figure. A moment later she pads around 
the corner of the bed to Charlie's front. She is still 
barefooted and wears her pajama top, but she has ex-
changed the trousers for a slip. Charlie hasn't moved 
a muscle since the Herculean effort required to put his 
shoes and socks on. 
Another example occurs in "Holiday Song" when Naomi, 
confused and flustered, prepares to meet George for the 
first time.3 8 
Mrs. Davis exits into the street. Naomi closes the 
door after her--then thinks better of it, opens the door 
37Paddy Chayefsky, Television Plays, 2£• cit., p. 221. 
38Ibid. L P• 17 ~ _ _ 
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a little. She takes a £ew steps back into the living 
room, £rowns, tries to get a grip on hersel£. She · 
notices the kitchen towel on the table, picks it up, 
stu££s it into her apron. Then she realizes the apron 
is no costume in which to greet George and hurriedly 
takes it off, looks nervously around £or some place to 
put it, finally throws it into · the grandfather's clock. 
At this point there is a knock, and the door opens . ~~s. 
Davis comes in, followed by a ·pleasant man of forty-odd, just a little bit ill at ease, but likewise keeping a 
good grip on himself. Naomi turns to greet them. 
In describing his characters appearance, then Paddy 
Chayefsky again maintains his style of exacting realism and 
is likely to emphasize . the most insignificant article of 
apparel or the smallest personal idiosyncrasy of a character. 
The actions and pantomime of the characters in the television 
plays, are also minutely described and accurately picture 
real situations. 
DIAlOGUE 
In the seven television plays studied, realism is again 
the keynote in dialogue. Paddy Chayefsky displays an uncanny 
ear for the natural cadences and inflections of ethnic groups. 
In the play "The Mother," £or example, the mother's dialogue 
reflects the soft, lyrical quality of first generation Irish 
speeeh.39 
DAUGHTER: Ma, when are you gonna give up? 
MOTHER: Annie, please. 
DAUGHTER: Ma; you been trying for three weeks now. IT 
you get a job, you get fired before the day is over. 
You're too old, Ma, and they don't want to hire old 
people. 
39Paddy Chayefsky, Television Plays, 2£• cit., p. 88. 
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MOTHER: Its not the age. 
DAUGHTER: They don't want to hire white-haired old 
ladies. 
MOTHER: Its not the age at alll I've seen plenty o£ old 
people with white hair and all, sitting at those machines. 
The shop where I almost had that job and he fired me the 
other day, there was a woman there, eighty years old i£ 
she was a day, an old crone o£ a woman, sitting there all 
bent over, her machine humming away. The chap at the 
Employment Service said there's a lot of elderly people 
working in the needle trades. The ·young people nowadays 
don't want to work for thirty-five, forty dollars a 
weeki and there's a lot of old people working in the 
need e trades. . 
DAUGHTER: Well, whatever it is, Ma. 
MOTHER: It's my · fingers• I'm not sure of them anymore. 
vVhen you get old, y'knowi you lose the sureness in your 
fingers. My eyes are al right, but my fingers tremble 
a lot. · I get very excited, y 1 know, when I go in £or a 
tryout, y'know. And I'll go in, y'know, and the boss 1 ll 
say "Sit down, let's see what you can do." And I get so 
excited. And my heart begins thumping so that I can 
hardly see to thread the needle. 
Chayefsky is equally at home with the courseness o£ 
inflection in Italian dialogue in the play "Marty," and, in 
the following example, captures the cutting, sharpness of the 
Jewish accent in "Holiday Song.n40 
ZUCKER: vfuat happened? He came home from the 
synagogue? 
NAOMI: He came home from the synagogue. 
ZUCKER: This was Sunday? 
NAOMI: This was Sunday. 
ZUCKER: All right, he came home. What happened? 
40Paddy Chayefsky, Television Plays, 2£• cit., pp. 4-5. 
- -- =-=-======= 
===--
NAOMI: I was in the kitchen, making a roast. It's 
Sunday you know. On Sunday I make roasts. So I hear 
the door open and close, I look up. There he is. He's 
as white as a sheet. I said, "Uncle Leon1 What's the 
matter?" So he looks at me. "God alone knows what's 
the matter1," he cries. And he goes in his room, and 
he closes the door. 
ZUCKER: Well, you know what happened. They broke the 
window in the synagogue. 
NAOMI: When was this? 
ZUCKER: I'm telling you. This was Sunday. · The two of 
us were standing there talking to the Rabbi, when 
whoever it was threw the stone in the window. All · the 
glass came crashing down at our feet, well, listen, it 
was a ·dreadful experience. A sensitive man like your 
uncle, well I could see he was disturbed by the whole 
incident. And the Rabbi said, "Cantor, you don't look 
well. Go home and lie down." 
NAOMI: So he came home, and he lay down, and he hasn't 
come out in two days. And, listen, ~~. Zucker 
tommorrow night is Rosh HashanahJ The High Holiday! 
ZUCKER: I lmow1 
NAOMI: I said to him, "Uncle LeonJ 
you've got to go to the synagogue. 
And he looked at me like ~ 
Tommorrow night, 
You've got to sing1" 
ZUCKER: All right, I'll talk to him. 
NAOJ.I•U: I didn't know what to do, so I called you, Mister 
Zucker. 
ZUCKER: I'll talk to him--I'll talk to him. 
Realism in dialogue, however, is not limited to the 
accents of ethnic groups in the television plays. Chayefsky 
also demonstrates a knowing awareness of the slurring, slang 
in the speech of New York's lower middle-class. The 
following dialogue from the play "Marty," for example, 
might easily be duplicated in any real bar on Manhattan's 
r.-=- --
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lower east side.41 
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ANGIE: Well, what do you feel like doing tonight? 
MARTY: I don 1 t know, Angie. What do you fell like 
doing? 
ANGIE: Well, we oughtta do something. It's Saturday 
n~ght. I don't wanna go bowling like last .saturday. How 
about calling up that big girl we picked up inna movies 
about a month ago in the RKO Chester? 
MARTY: Which one was that? 
ANGIE: That big girl that was sitting in front of us 
w~th the skinny friend. 
MARTY: Oh, yeah. 
ANGIE: We took them alla way out in Brooklyn. Her name 
was Mary Feeney. What do you say? You think I oughtta 
give her a ring? I'll take the skinny one. 
¥~TY: It's five o'clock already, Angie. She's probably 
got a date by now. 
ANGIE: Well, let's call her up. What can we lose? 
MARTY: I don't like her, Angie. I don't feel like 
calling her up. 
ANGIE: Well, what do you feel like doing tonight? 
MARTY: I don't know. What do you feel like doing? 
Another example of naturalness in dialogue is the army 
scene in "The Bachelor Party" which could easily be 
duplicated at any reunion of former army buddys. 42 
BACHELOR: Hey, Charlie. 
BOOKKEEPER: (TO CHARLIE} So we were stationed right 
outside Paris, about eight miles, a town called Chatou. 
BACHELOR: Hey, Charlie. 
41Paddy Chayefsky, Television Plays, 2£• cit., p. 137. 
42Ibid., pp. 237-238. 
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BOOKKEEPER: (TO CHARLIE) So the first night, a whole 
bunch of us swiped a jeep out of the motor court. We had 
a feller there '\-;rho was a tech sergeant in the motor 
court. Oh, what a character he was! He used to get 
loaded every night on that vanella extract. 
BACHELOR: Hey, Charlie. 
CHARLIE: What do you want, Eddie? 
BACHELOR: Hey, Charlie, did I ever tell you about the 
time I was stationed at Buckley Field in Denver, and I 
picked up this girl in Lakeside Amusement Park? 
BOOKKEEPER: Hey, Eddie, listen to this story I'm telling 
Charlie. Hey, Arnold, I'm telling Charlie about the time 
me and that crazy tech sergeant from the motor court 
went to Paris. Hey, Kenneth. 
KENNETH: What happened to the Giants today? 
BOOKKEEPER: Hey, Kenneth, listen to this story. I was 
stationed outside of Paris about eight miles. 
KENNETH: Oh, that Paris! I was there for two days! 
Clubs! You had to beat the woman off with clubs! 
BACHELOR: Hey, Charlie. 
BOOKKEEPER: Well, let me tell you what happened. 
BACHEIDR: 
Hamburg! 
Hey, you know what was a great town for dames , ,
1 
KENNETH: Hamburg! Clubs! Clubs! You had to beat 
them off with clubs! 
BOOKKEEPER: Kennie, pass me that Scotch, will ya? 
BACHEIDR: Boy, the first night I was in Hamburg, two 
Frauleins come walking right in the barracks. So I 
said to the lieutenant • 
(THE BOOKKEEPER WHO IS MILDLY LIT, SUDDENLY STANDS AND 
BANGS THE TABLE WITH HIS FIST.) 
BOOKKEEPER: (BELIDWING OUT) The best fighting outfit 
in the whole fighting army was the fighting Hundred and 
Fourth Infantry Division, General Terry Allen, 
Commanding! 
4$ 
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(THIS BRINGS THE JUMBLED CONVERSATION TO A HALT. THE 
BOOKKEEPER SURVEYS THE OTHER FOUR, WOKING FOR SIGNS OF 
DISAGREEMENT, THEN SITS HEAVILY DO\VN.) 
Paddy Chayefsky's dialogue, then, is written in a natural 
style and lends a strong sense of realism to his plays. 
EVALUATION OF THE USE OF REALISM 
In the seven television plays studied; Paddy Chayefsky 
accurately depicts reality in his sets using· an absolute 
minimum of symbolism and abstraction. His characters are 
described in the minutest detail and their actions reflect 
an almost photographic verisimilitude of the real world. 
Finally, Chayefsky's dialogue is natural in style, realist-
ically duplicating the accents of ethnic groups and the 
inflections in the speech of the lower middle-class. Paddy 
Chayefsky believes that meticulous literalness can be 
achieved in television as in no other media, because of 
television's intimate nature. In an article written for the 
edification of young writers interested in television, Paddy 
Chayefsky had the following to say about the nature of the 
medium. 43 
The camera, of course, is the basic advantage of 
television. It not only provides you with intimacy, but 
it allows you the incalculable advantage of realism. 
Realism, in the theatre, is a synthesized business; what 
one achieves is really the effect of realism. In 
television, you can be literally and freely real. The 
scenes can be played as if the actors were unaware of 
their audience. The dialogue can sound as if it had 
been wire-tapped. This limitless realism dictates the 
43William I. Kaufman, How To Write For Television (New 
York: Hastings House, 1955},p. 44. 
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difference in approach that the playwright must take to 
television. 
Whether or not realism can be accepted as a general 
dictum for all television plays, Paddy Chayefsky certainly 
lives up to his contention about what constitues good 
television drama in his own plays. 
50 
CHAPTER V 
CHARACTERIZATION IN THE TELEVISION PLAYS 
The third portion of the analysis of the television pl ays 
is concerned with characterization. In an interview in the 
New York Times, Paddy Chayefsky offered the following defense 
of his characterization:44 
I have sometimes been accused of writing plays about · 
little people. What my critics pretend to mean, I think, 
is that my plays are literal and earthbound, and that my 
characters never achieve any stature beyond immediate · 
recognition. I think this is all nonsense, of course, 
because I take myself most seriously as a writer. I set 
my marks a great deal higher than mere stenographic 
reporting. I try to reach the depths of my characters, 
and I try to achieve a certain height of emotion. In my 
very vain moments I pride myself on attaining lyricism. 
These are my particular vanities and I certainly don't 
insist that everyone agree with me, but I would like t o 
take issue with the phrase little play and little people. 
In this chapter we wi+l objectively examine the qualities 
of the characters in the seven television plays outlined in 
Chapter III, to determine the type of people Chayefsky 
generally chooses to portray. The study of the characters 
will be done in three parts; physical description, 
psychological description and a study of the primary problems 
faced by the characters. The three parts are evaluated 
separately and there is a general evaluat i on and sununary 
of the findings at the close of the chapter. 
44Paddy Chayefsky, "Not So Little," .Q.E• cit. 
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PART 1 
PHYSICAL DESCRIPTION OF THE CHARACTERS 
There are seven section in the study of the physical 
description of Chayefsky's characters: age, sex, occupation, 
nationality, socio-economic class, educational background and 
environment. Under each of these sections categories were 
set up and defined using the research method of content 
analysis. In the seven television plays studied, there are a 
total of eighty-one characters. These eighty-one characters 
are further broken down into thirty-one major characters 
and fifty minor characters. (The decision as to 'the status 
of a character, major or minor, was subjectively decided 
upon by the researcher using as a criteria the character's 
importance as a delineator of plot or theme. Under each of 
the seven sections on the physical description of the 
characters, there is a report on all the characters and a 
further breakdown on the major and minor characters. This 
breakdown was decided upon because of the possibility that 
a difference exists in the way Chayefsky handles major and 
minor characters and for purposes of comparison. 
AGE 
The section on age of the characters is broken down 
into six categories: 0-10, 10-20, 20-30, 30-40, 40-50 and 
50 and above. Each of the characters in the seven television 
plays was tabulated under the most appropriate category. In 
cases where the age of the character was not given an 
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approximation was made. The figures have been converted into 
percentages. 
ALL CHARACTERS 0-Io o 
10-20 3% 
20-30 28% 
30-40 26% 
40-50 5% 
50+ 38% 
MAJOR CHARACTERS 
o-Io o 
10-20 3% 
20-30 35% 
30-40 19% 
40-50 0 
50+ 43% 
MINOR CHARACTERS 
o-Io o 
10-20 2% 
20-30 22% 
30-40 32% 
40-50 8% 
50+ 36% 
EVALUATION: Chayefsky seems to be concerned primarily with 
people between the ages of twenty and forty and people who are 
over fifty years of age. This becomes particularly apparent 
when we observe the figures for the major characters. Here, 
we find that thirty-five percent of the characters are 
between twenty and thirty and forty-three percent of the 
characters are over fifty. It is interesting to note that 
Chayefsky seems to give an unusual amount of attention to 
people in the elderly age braket--over fifty years of age. 
There are more characters in this category in each of the 
three breakdowns than in any other category. 
SEX 
The figures for the sex of the characters in the seven 
television plays are as follows: 
ALL CHARACTERS 
Male 56% 
Female 44% 
MAJOR CHARACTERS 
Male 58% 
Female 42% 
MINOR CHARACTERS 
Male 54% 
Female 4Ei'/o 
EVALUATION: There are slightly more male characters than 
female characters in Chayefsky's plays, but t his ratio does 
not seem significant. It does not app~ar that Chayefsky is 
interested in the problems of one sex to the exclusion of the 
the problems of the other sex. 
OCCUPATION 
The section on occupation was broken down into eleven 
categories. When the occupation of a character could not 
be determined from dialogue or action, the character was 
placed in the category "N.S." (not stated). The categories 
are described below with definitions: 
A. House work--a married woman engaged in house work or 
a person specifically employed for house work. 
B. Manual--work done primarily by hand such as construc-
tion and street cleaning. 
c. Semi-skilled--positions such as taxi drivers and 
subway guards. 
D. Skilled--positions requiring technical knowledge 
such as printing or electronics. 
E. White Collar--clerical positions. 
F. Small business--the character owns and operates a 
small business. 
G. Professional--positions such as teachers, doctors 
and lawyers. 
H. Supervisory--the character must be the head of a 
department or Company. 
I. Other--such things as dependent children and college 
students. 
J. Unemployed. 
K. N.s.--used when the position of the character could 
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not be determined. 
The figures for the occupations of Chayefsky's characters 
are as follows: 
ALL CHARACTERS 
House Work 
Manual 
Semi-Skilled 
Skilled 
White Collar 
Small Business 
Professional 
Supervisory 
Other 
Unemployed 
N.s. 
MAJOR CHARACTERS 
House Wc:>rk 23% 
Manual 4% 
Semi-Skilled ~ 
Skilled ft%. 
White Collar 1~ 
Small Business 6% 
Professional 6% 
Supervisory 4% 
Other 0 
Unemployed 10% 
N.s. 19% 
MINOR CHARACTERS 
House Work 24% 
Manual · 0 
Semi-Skilled 12% 
Skilled 6% 
White Collar 10% 
Small Business 2% 
Professional 2% 
Supervisory 14% 
Other 4% 
Unemployed 6% 
N.S. 20% 
EVALUATION: Most of Chayefsky's characters fall into the 
categories of house work, white collar, semi-skilled and 
supervisory. A surprisingly high proportion of Chayefsky's 
characters are unemployed and this is particularly apparent 
when referring to the table for major characters. It is 
also interesting to note that if a character is a supervisor, 
he is more likely to be a minor rather than a major character. 
The three highest categories for major characters are house 
work, white collar and unemployed. The category for 
supervisors constitutes only four percent of the major 
characters; but rises to fourteen percent of the minor 
characters. It would seem safe to assume that Chayefsky's 
major characters are employed in lower middle-class 
occupations. If a character from the higher eschelons of 
business is treated at all; he will more than likely be a 
minor character in the play. 
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NATIONALITY 
The section on nationality was broken down into three 
categories as follows: 
A. Foreign--first generation. Includes foreign born 
citizens and non-citizens presently residing in the United 
States. 
B. Foreign--second generation. Includes the children 
of foreign born parents. 
c. Americans. Includes all characters not covered by 
the fir~t two categories. (If a character's nationality was 
not specifically stated or implied, he was coded as an 
.American.) 
The figures for the nationality of Chayefsky's characters 
are as follows: 
ALL CHARACTERS 
Foreign 1st gen. 
Foreign 2nd gen. 
American 
MAJOR CHARACTERS 
2$% Foreign 1st gen. 
20% Foreign 2nd gen. 
52% American 
MINOR CHARACTERS 
39% Foreign 1st gen. 
27% Foreign 2nd gen. 
34% American 
EVALUATION: It is interesting to note here, that when all the 
characters are considered about half fall into the category of 
American and about half are foreign born or the children of 
foreign born parents. When we study the figures for major 
characters, however, we find that sixty-six percent of the 
major characters are foreign born or the children of foreign 
born parents. It would seem safe to assume, then, that 
Chayefsky has a tendency to portray first and second genera-
tion Americans as his leading characters. 
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SOCIO-ECONOMIC CLASS 
The section on the socio-economic class of the characters 
in Chayefsky's television plays is broken down into five 
categories listed below: 
A. Lower--the character works for a living but wages are 
such as would force him to live under sub-standard conditions. 
Slum environment and limited social contact. 
B. Middle--the character works for a living and earns a 
wage sufficient to live on. Residential or suburban atmosphere 
and reference group. More social contact. 
c. Upper-Middle--the character works for a living and 
makes a comfortable wage. Supervisors and small business men. 
Good social contact. 
D. Upper--the character is either in the highest 
supervisory strata or does not have to work for a living. 
Exclusive suburban or urban residential. Admitted to most 
elite social circles. 
E. N.S.--this category was used when the characters socio-
economic scale was not stated and could not be estimated. 
The figures for the socio-economic scale of Chayefsky's 
characters are as follows: 
ALL CHARACTERS MAJOR CHARACTERS MINOR CHARACTERS 
toWer 27% 
Middle 40% 
Upper Middle 14% 
Upper 6% N.s. 13% 
Lower 26% 
Middle 65% 
Upper Middle 9% 
Upper 0 N.s. o 
Lower 2$% 
Middle 32% 
Upper Middle 8% 
Upper 10% N.s. 22% 
- ------===~ 
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- 1 EVAL~ATION: The most obvious fact about this breakdown is that 
major characters are almost always in a middle I Chayefsky's 
socio-economic class. If a character is very rich or very 
poor, he is more likely to be a minor rather than a major 
character. Another point concerns the characters whose socio-
economic class could not be estimated. Although thirteen 
percent of all the characters fall into this category, they 
I 1were all minor characters. If a character is a major character, 
: then, his socio-economic situation is clearly defined by 
I Chayefsky. 
EDUCATION 
The section on education was broken down into four 
I categories listed below. If education was not specifically 
stated, every effort was made to estimate it from dialogue 
I and action. 
I 
A. Little--no formal education to completion of grammar 
school. 
B • . Average--some high school and/or trade school. 
c. Superior--some college and above. 
D. N.s.--used when the education of a character was not 
stated and could not be estimated. 
The figures on the education of Chayefsky's characters are 
I as follows: 
ALL CHARACTERS 
Little 10% 
5&7& 
&% 28% 
Average 
Superior 
N.S. 
MAJOR CHARACTERS 
Little 10% 
Average 74% 
Superior &fo 
N.S. 10% 
MINOR CHARACTERS 
Little 1~ 
Average 44% 
Superior 12% 
N.s. 34% 
EVALUATION: The great majority of Chayefsky's characters are 
of average education; some high school and/or trade school. 
This trend is particularly noticeable in the major characters. I 
Almost three-quarters of the major characters fall into this 
category. 
ENVIRONMENT 
The section on environment is broken dowri into five 
categories: urban slum, urban residential, suburban, rural 
and N.S. Category N.S. was used when the environment could 
not be determined from dialogue or action. The breakdown on 
the figures is as follows: 
ALL CHARACTERS 
Urban Slum 32% 
Urban Res. 21% 
Suburban 14% 
Rural 0 
N.s. 33% 
MAJOR CHARACTERS 
Urban Slum 32% 
Urban Res. 29% 
Suburban 20% 
Rural 0 
N.s. 19% 
MINOR CHARACTERS 
Urban Slum 10% 
Urban Res. 44% 
Suburban 12% 
Rural 0 
N.s. 34% 
EVALUATION: All of Chayefsky' s characters are city people, 
living in or near a large metropolitan area. When urban 
residential and suburban are added together, most of the 
characters fall into this combined category. A large 
proportion of the characters are also slum dwellers and this 
is especially noticeable in the major character category. 
SUMMARY OF THE PHYSICAL DESCRIPTION OF THE CHARACTERS 
Most of Paddy Chayefsky's major characters are ·either 
between twenty and thirty years of age or over fifty years 
old. There are slightly more male characters than female 
characters, but this ratio does not seem significant. In 
terms of occupation, lower middle-class positions are most 
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frequent and a surprisingly high number of the characters are 
unemployed. In terms of nationality, sixty-six percent of the 
major characters are either foreign born or the children of 
foreign born parents. The great majority of the important 
characters are also in a middle socio-economic braket making 
a wage sufficient to live on, but allowing for few luxuries. 
If a character is very rich or very poor, he will more than 
likely be a minor character. From the point of view of 
education the characters again tend to be rather average with 
the great majority having some high school but no college. 
Finally, all the characters live in an urban environment and 
a high proportion of them are slum dwellers. 
In summary, the characters of Paddy Chayefsky's television 
plays are average rather than exceptional in physical 
description. Most of the characters are middle-class people 
of small ·education and background residing in ethnic areas 
of large urban centers. 
PART II 
PSYCHOLOGICAL DESCRIPTION OF THE CHARACTERS 
There are five sections in the study of the psychology 
of Chayefsky's characters: temperament, expressiveness, 
outlook on life, attitude toward action and self-sufficiency. 
Under each of these five sections, categories were again 
set up by the researcher and the method of content analysis 
was again employed. The category in which a character 
belonged was decided upon from the sum impression of the 
--
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character's dialogue and action. For this reason, only major 
characters were analyzed in the study of psychological 
description. It was decided that there was not enough 
information available on the minor characters to objectively 
classify them in regard to personality type. In setting up 
categories for each of the five sections in this study, each 
category has been made all inclusive. Degrees and shades of 
personality have been ignored for the sake of clarity. If a 
person leaned toward a respective category, he was coded in 
that category. 
TEMPERAIV!ENT 
The section temperament is broken down into three 
categories as follows: 
A. Choleric--a hot and fiery personality. The character 
is easily angered but also easily calmed after anger. Free 
expression of emotion. 
B. Stable--good balance between emotion and logic. The 
character expresses emotion when appropriate but rarely 
engages in extremes or unmotivated emotion. 
c. Quiet--does not become aroused easily. The 
character is more likely to let abuse slip by even when 
unwarranted. 
The breakdown on the figures in percentages for 
Chayefsky's thirty-one major characters is as follows: 
CHOLERIC 
42% 
STABLE 
22% 
QQ.m: 
36% 
-- = 
EVALUATION: Most of Chayefsky's major characters are at one 
extreme or the other on the temperament scale. They are 
likely to be either very fiery or very despondent types of 
people, rather than stable, mature individuals in control of 
their emotions. 
EXPRESSIVENESS 
The section expressiveness is broken down into three 
categories listed below: 
A. Introvert--quiet, introspective. The character has 
a tendency to hide his feelings and emotions. 
B. Ambivert--a balance between extremes. The character 
is both introvert and extrovert depending on the situation. 
c. Extrovert--lowd, brassy. The character tends to 
show his whole personality immediately and freely expresses 
his emotions. 
The breakdown in figures is as follows: 
INTROVERT 
32% 
AMBIVERT 
29% 
EXTROVERT 
39% 
EVALUATION: There is a slight tendency again for the 
characters to be on the extremes, either too introverted or 
too extroverted, but this tendency is not as noticeable here 
as it is in the study of temperament. 
OUTLOOK ON LIFE 
The section outlook on life is broken down into three 
categories as follol'rs: 
A. Pessimistic--a character who generally tends to regard 
the morbid aspects of life and exaggerates misfortune. 
- =--
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B. Realistic--a character who tends to recognize 
situations in proper perspective. 
C. Optimistic--a character who exaggerates the pleasant 
aspects of life and tends to find good in situations that do 
not realistically call for such reactions. 
The breakdown in figures is as follo·w·s: 
PESSIMISTIC 
55% 
REALISTIC 22% OPTThHSTIC 23% 
EVALUATION: There is a definite trend among Chayefsky's 
major characters to regard life in a morbid manner and to 
exaggerate misfortune out of proportion to the reality of 
the situation. 
ATTITUDE TOWARDS ACTION 
The section attitude towards action is broken down into 
three categories as follows: 
A. Defeatist--a character who is prone to relinquish 
his stand on issues and ideas easily and has a negative 
attitude toward life in general. 
B. Adjusted--a character who evaluates a problem 
realistically and approaches it in a logical manner. 
c. Militant-_.a character who has an aggressive attitude 
toward life in general and is determined to surmount 
obstacles regardless of the consequences. 
The breakdo~m in figures is as follows: 
DEFEATIST 
42% 
ADJUSTED 29% MILITANT 29% 
EVALUATION: The great majority of Chayefsky's major 
characters have a defeatist attitude toward life. They have 
a tendency to relinquish their stand on issues and ideas 
easily and have a negative outlook toward life in general 
SELF-SUFFICIENCY 
The section on self-sufficiency is broken down into 
three categories as follows: 
A. Dependent--the character does not have the capacity 
to sustain himself without the financial or emotional support 
of others. 
B. Self-sufficient--the character is capable of 
sustaining himself but is also aware of his social 
responsibilities toward others. 
c. Individualist--the character stands apart from 
social pressures and pursues his own course regardless of 
the opinions of others. 
The breakdown in figures is as follows: 
DEPENDENT 
5~ 
SELF-SUFFICIENT 
--- 2~ 
INDIVIDUALIST 
1~ 
EVALUATION: The great majority of Ghayefsky's major 
characters are dependent on other people for financial or 
emotional support. Only a small percentage of the characters 
are willing to pursue their own course regardless of social 
pressures. 
SUMMARY OF THE PSYCHOLOGICAL DESCRIPTION OF THE CHARACTERS 
In regard to attitude toward life in general, most of 
Chayefsky's. major characters tend to be pessimistic, 
defeatist and dependent on others financially, morally and 
psychologically. A relatively small percentage of the major 
characters show a mature, disciplined control of their 
emotions, but rather tend to waiver on the extremes of 
temperament and personality type. The characters in 
Chayefsky's television plays seem to be controlled by forces 
outside of themselves and few have the emotional stability 
to surmount their environment. In conclusion, then, from a 
psychological point of view, Chayefsky's major characters are 
not heroic types, but rather tend to be people who are 
controlled by their environment and circumstances. 
PART III 
THE PRIMARY PROBLEMS OF CHAYEFSKY'S MAJOR CHARACTERS 
In the study of the primary problems confronting the 
characters, each of Chayefsky's thirty-one major characters 
was analyzed individually in terms of his chief problem. It 
was found that the problems of the characters fell into six 
broad categories: loneliness and frustration, dependency 
and insecurity, retreat from reality, enforced conformity, 
man and his relation to God, and finally, a group of stable 
characters whose function was to enlighten other characters. 
Only major characters were analyzed in this study. It was 
again felt that there was insufficient information presented 
about the minor characters to objectively code them in regard 
to their chief problems. A detailed description of the six 
~ categories and the characters who belong in them is outlined 
below: 
LONELINESS AND FRUSTRATION 
One of the major problems confronting the characters in 
Chayefsky's television plays is the loneliness and frustration 
of middle-class existence. In several of the characters, 
loneliness is caused by an inability to relate to the opposite 
sex. This inability may be the result of physical unattrac-
tiveness or personality inadequacies. All of the characters 
in this group live drab and shallow lives. Marty, Angie and 
Clara in the play "Marty," Naomi in the play "Holiday Song" 
and the bachelor in the play "The Bachelor Party," belong in 
this classification. 
The father in the play "The Catered Affair" is confronted 
with the problem of loneliness, but the source for his 
problem is a deep sense of frustration and unfulfillment in 
marriage. Uncle Jack in "The Catered Affair" also belongs 
in this category. He is lonely because he does not feel 
himself to be a member of the family and has a desperate 
need to belong to something. 
Finally, the young man and young woman in the play 
"Holiday Song" are also plagued by loneliness, although 
theirs is more a physical than a psychological loneliness. 
They are in a strange country with strange people and have 
been forceably separated from their families in a Nazi 
concentration camp. 
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DEPENDENCY AND INSECURITY 
Another problem confronting Chayefsky's major characters 
is the problem of dependency and insecurity. In some cases, 
the dependency is a physical one involving money. This is 
true of George in "The Big Deal" who is dependent on his 
parents to put him through medical school and the aunt in 
nMarty" who is old and unemployed and thus dependent on her 
son and daughter-in-law for support. The mother in "Marty" is 
also confronted with financial insecurity to some extent. At 
first she encourages Marty in his plans to marry, but after 
talking to the aunt, she suddenly realizes that Marty's 
marriage may effect her own security. 
Chayefsky, however, is much more likely to approach the 
problem of dependency and insecurity from an emotional point 
of view. The daughter in "The Mother" attempts to buy her 
mother's love through over-solicitation because of deep 
rooted feelings of insecurity in her relationship with her 
mother. Helen's problem in "The Bachelor Party" is also one 
of emotional insecurity. She attempts to give her husband a 
sense of freedom by asking him to go to the party and 
pretending she does not care. In reality, she is not at all 
sure of her husband and is troubled by his somewhat adolescent 
fears about their coming baby. In "The Catered Affair" the 
daughter has depended upon the domination of her mother all 
her life, but, during the course of the play, reaches some 
sense of self-identity by summoning up enough courage to face 
- -- --
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her problem realistically. Finally, the groom in "The Bachelor 
Party" is plagued by self-doubt about his ability to adjust to 
the sexual demands of marriage and is emotionally dependent 
on the advice of his friends. 
RETREAT FROM REALITY 
Several of Chayefsky's most important characters have a 
retreat from reality as the major problem that confronts them. 
!VIr. Healy in "Printer's Measure" is a craftsman of strong 
artistic integrity. He considers his trade to be an art and 
views the advent of the machine as the death blow to his 
trade. ~Vhen faced with technological advancement, Healy 
retreates from the reality of the situation and smashes the 
linotype machine which he has come to know as a personal enemy. 
The boy's mother in "Printer's Measure" is also one who refuses 
to accept conditions as they are. After the father's death, 
1 the family is dependent solely on the meager income of the boy. 
The mother, however, refuses to recognize the position they are 
in and insists on keeping the daughter in college regardless of 
the severe financial restrictions this places on the family. 
One of the most outstanding examples in this category is Joe 
Manx in "The Big Deal." Joe, a former successful builder in 
the construction industry, lives on big dreams and big talk. 
He is unwilling to compromise with reality and prefers to live 
off his daughter rather than accept conditions as they are. 
The daughter in "The Big Deal" also shows an unwillingness to 
face reality. She almost sacrifices her marriage and is 
6S 
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perfectly willing to sacrifice her life's savings in order to 
encourage her father's fantasy. In "The Catered Affair" the 
mother's plans for an extravagant wedding is an attempt to 
escape the unromantic reality of her own marriage. Finally, 
the mother in the play "The Mother" is one who cannot face 
the reality of her situation. After the death of her husband, 
she is determined to combat the loneliness of her new life 
by returning to her old job as a seamstress in the garment 
industry. The mother wishes to be self-supporting and to 
live her last years in her own home, without becoming 
dependent on her children. Her heroism is unrealistic, 
however, because of the ineptitude fostered by her old age. 
ENFORCED CONFORMITY 
Several of Chayefsky's characters are faced with the 
problem of being forced to live a life they basically are not 
suited for, because of social pressures. The most outstand-
ing character in this category is Charlie in "The Bachelor 
Party." Charlie's chief problem is the monotony and routine 
of middle-class existence and the rigid conformity of middle-
class marriage. The bachelor party to Charlie is a quest for 
excitement and romantic sexuality, which he does not feel to 
be present in his own marriage. The quest is frustrated when 
he finds that the bachelor is even more lonely than he is, 
and Charlie returns to the quiet virtues of his wife. The 
boss in the play ''The Mother" is also one who is living 
against his grain. He is basically a sympathetic type of 
person and would like to help the mother keep her job in 
spite of her ineptitude. Competition in the business world, 
however, forces him to surpress his genuine humanitarian 
impulses. Finally, the boy in "Printer's Measure" is forced 
to conform to a life he does not like. The boy loves hand 
printing and his chief ambition is to practice the trade. 
The death of his father, however, forces the boy to seek 
work as a linotype operator and to compromise his goals. 
MAN AND HIS RELATION TO GOD 
There is only one character in the seven television 
plays who fits into this category; the Cantor in "Holiday 
Song." The Cantor seems to be a rather unique character for 
Chayefsky. His chief problem is the fear that he has lost 
his belief in God. At length, the Cantor is returned to the 
fold by a series of miraculous occurrences and the appearance jl 
of an angelic figure in the guise of a subway guard. 
Although the handling of this problem is in a light and 
satirical vein; the Cantor represents the only character in 
the television plays whose problem is heroic in nature. 
REALISTIC-STABLE CHARACTERS 
There are also a small group of stable characters in 
Chayefsky's television plays whose chief problem is to force 
other characters to face reality. The Boss in "Printer's 
Measure" feels a deep sense of friendship toward Mr. Healy 
and tries to make Healy adjust to a technological age. The 
primary problem of the wife in "The Big Deal" is to force 
her husband to view his situation more objectively without 
completely destroying her husband's pride. In "The Catered 
'· 
Affair," the function of the groom is to make the daugh~er 
realize her obligations in terms of their coming marriage. 
Zucker in "Holiday Song" attempts to steer the Cantor back to 
religion. And, finally, the son-in-law in "The Mother" is 
torn between love for his wife and the desire not to hurt her. 
This conflict is increased by his realistic appraisal of the 
fact that she is neglecting her own family with her un-
solicitated meddling in her mother's affairs. 
SUMMARY OF THE PROBLEMS OF THE CHARACTERS · 
In summary, the problems faced by the major characters 
in Paddy Chayefsky's television plays are situations 
confronted daily in the average middle-class household. 
Problems of loneliness, insecurity and escape from reality 
are common to television viewers and mirror conflicts in 
their own environments. Only one character in the television 
plays is confronted with a problem of heroic nature, the 
Cantor in "Holiday Song." Chayefsky's handling of the -
Cantor's problem, however, is light and satirical and the 
conflict is not established in depth. In general, then, the 
problems faced by the major characters in the television 
plays are typical rather than ex~eptional and the situations 
involved are easily identifiable by and with a television 
audience. 
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CONCLUDING SUMMARY 
In conclusion, Paddy Chayefsky's television characters 
are not heroic and do not achieve a stature beyond immediate 
recognition. As a television writer, Qhayefsky seems to draw 
his characters in the image of the television audience. His 
major characters are typical middle-class people, with 
ordinary psychological weaknesses and the problems they face 
are similar to those confronted in the daily routine of the 
television viewer. 
This is not meant to imply, however, that as a television 
writer Paddy Chayefsky is limited in his ability to 
characterize. It should be remembered that it is the 
prerogative of the writer to choose the type of people he 
wishes to portray and criticism of an author's characters 
should concern itself with their believability as people and 
their function in the play. The play, unlike other forms of 
creative writing, cannot generally employ narrative to 
enumerate plot and theme. In dramatic writing the story is 
communicated through the actions and dialogues of characters 
and characters must be convincing and believable to 
accomplish this function successfully. Paddy Chayefsky's 
characters are completely believable as people and success-
fully accomplish their function of progressing the themes 
and plots of the seven television plays studied. 
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CHAPTER VI 
THEMES OF THE TELEVISION PLAYS 
The fourth and final portion of the analysis of the 
television plays· is concerned with theme. Paddy Chayefsky, 
in discussing his play "Marty," had the following to say 
about the function of a television writer:45 
I do not like to theorize about drama. I suspect 
the academic writer, the fellow who can precisely 
articulate his theatre. However, it is my current 
belief that the function of the writer is to give the 
audience some shred of meaning to the otherwise 
meaningless patterns of their lives. Our lives are 
filled with endless moments of stimulus and depression. 
We relate to each other in an incredibly complicated 
manner. Every fiber of relationship is worth a 
dramatic study. 
In this chapter we \'Till examine each of the seven 
television plays outlined in Chapter III in order to determine 
their meaning and to delineate the message Paddy Chayefsky is 
communicating as a television writer. There is a general 
evaluation of Chayefsky 1 s theme material at the conclusion 
of the chapter. 
"HOLIDAY SONG" 
In "Holiday Song," Cantor Sternberger's life is empty and 
confused because he has lost his ability to believe in the 
existence of God. The reason for the Cantor's sudden loss of II 
I 
faith is that he .cannot believe a loving God would allow evil 
and misery to exist in the world. The Cantor's faith is 
45Paddy Chayefsky, Television Plays, 2£• cit., p. 178. 
.==~==~~~==~~~~~~~~~~==~~~~====~~7~4~===== ! eventually restored when, through a series of coincidences, 
he is responsible for uniting the young woman and her husband. 
The Cantor regards this as a miracle, especially because of 
the appearance of an angelic subway guard to whom he 
attributes supernatural significance. In restoring the 
Cantor's faith, however, Chayefsky has only partially 
resolved the problem. The re-uniting of the young couple 
convinces the Cantor that God does exist and occasionally 
I intervenes in the destiny of man. But, at the conclusion of 
the play, misery and suffering still exist in the world and 
God allows them to exist. The theme of nHoliday Song,n then, 
is that life is confused and abounds in misery and suffering; 
but we must accept things as they are and not lose faith for 
occasionally something good does occur. 
trPRINTER'S MEASUREn 
In the play ttPrinter's Measure,n Mr. Healy feels a deep 
sense of unfulfil~1ent and frustration in his life because of 
I his inability to hinder the progress of technology in his 
trade. ~ihen his employer buys a linotype machine, Healy is 
determined to have the machine removed from the shop. At 
first he tries to compete with it unsuccessfully. Having 
, failed in this, the old compositor complains that the machine 
is injuring his he a lth and finally goes to a union ste11mrd in 
and at·tempt to have it removed. Finally, vrhen the young 
· boy decides to desert Healy, the compositor smashes the 
machine with a sledge hammer. At the conclusion of the play, 
======================================================d~2~5 ~==== 
Chayefsky resolves Healy's problem by having him adjust as 11 
well as he can to the inevitable advance of technology. Here 
again, however, the resolution only partially solves Healy's 
problem. Mr• Healy's conflict is reduced by his realistic 
acceptance of the inevitable; but he will remain unhappy, 
lonely and deserted in a world that has passed him by. The 
theme of "Printer's Measure," therefore, is one of compromise-. 
Chayefsky is telling us that salvation does not lie in 
fighting an environment that is larger than we are, but rather 
in our ability to adjust, compromise and accept life as it is. 
"THE BIG DEAL" 
In the play "The Big Deal," Joe Manx's life is un-
satisfying and frustrating because of his inability to accept 
reality. Joe, formerly a respected and important man in the 
construction industry, has been reduced to living off the 
support of his daughter. He is unable to accept· his current 
situation and dreams of recapturing his former importance. 
Joe's current project is to buy swamp land with the view of 
constructing low cost housing upon it. He tries in vain to 
raise the money necessary to buy the land from his former 
friends in the industry. Finally, in desperation, he asks 
his daughter to loan him her inheritance, knowing that if she 
agrees to do so, her own plans for marriage will be destroyed. 
Chayefsky resolves the problem when Marilyn agrees to give 
Joe her inheritance and Joe, struck by her unselfish love for , 
him, realizes that he cannot continue to depend on her and 
=-========-======--=-===-=.. 
must accept his life as it is. The resolution, however, is 
again only a partial one. As in the case of Mr. Healy in 
"Printer's Measure," Joe Manx's conflict and frustration is 
reduced -by his realistic acceptance of reality at the 
conclusion of the play; but his sense of failure and the 
memory of his past importance remains unresolved. The theme 
of "The Big Deal" is once again that life is unsatisfying 
and empty and that salvation lies in conforming to our 
environment. 
"MARTY" 
In the play "Marty," the source of Marty's frustration 
and discontent with life is loneliness. In the beginning of 
the play, Marty is continually pressured by his mother and 
friends to get married. He would like nothing better than to II 
find a congenial girl, but is repeatedly frustrated in his 
-
social contact with the . opposite sex by deep feelings of 
inferiority arising from his own physical unattractiveness. 
After several unsuccessful attempts to play the gallant, 
Marty meets Clara at a dance hall. Clara's problem is similar 
to Marty's and an immediate bond is established between them 
which soon evolves into love. Marty's friends, hmvever, now 
reverse themselves and ruthlessly chide him about the ugly 
girl he picked up at the dance hall. His mother, worried 
about her own security, also professes a dislike for Clara. 
At the conclusion of the play, the problem is resolved when 
Marty realizes that his life will remain empty and futile 
I 
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unless he makes a stand for what he wants and marries Clara. 
The resolution again, however, only partly solves Marty's 
problem. His conflict is reduced for he has found someone 
he can love; but Clara does not take off her spectacles and 
suddenly become beautiful in the best Cinderella tradition. 
At the conclusion of the play, Marty is left with the feeling 
that the only woman he could attract was as insecure, 
frustrated and as physically unattractive as he considered 
himself to be. Chayefsky is again telling us in "Martyn to 
accept our life and its deficiencies and to find what 
happiness we can without rebelling. 
"THE MOTHER" 
In the play "The Mother," the chief problem of the I\l.Otherll 
is the loneliness of her life since the death of her husband. 
The mother is determined to return to work and support 
herself, but is hindered by her age and a long period of 
unemployment. Her conflict is increased by the over-
protectiveness of her daughter, Annie, who tries to dissuade 
the old woman from seeking employment. In spite of Annie's 
objections, the mother is successful in securing a position 
as a seamstress in the garment industry. Due to her aged 
ineptitude, ho"i"lever, she sews all the sleeves on the work 
consigned to her for the left hand and her employer is forced 
to fire her after a single day of employment. This latest 
defeat completely destroys the mother's spirit and she 
decides to relinquish her desires and to move in with her 
over-solicitous daughter. The problem is resolved when the 
mother, after a sleepless night in Annie's home, decides that 
she cannot accept a dependent life and will continue to 
support herself in spite of her past rejections. Here, once 
again, the problem is only partially resolved by Chayefsky:. 
The mother's conflict is reduced by her determined stand to 
live her own life, but, at the conclusion of the play, the 
mother is still old and unqualified and her chances for 
steady employment have not improved. It is interesting to 
note, however, that "The Mother" represents a marked 
departure in Chayefsky's thematic approach. In the television 
plays studied thus far, the chief theme was one of compromise. ! 
In "The Mother," Chayefsky completely reverses himself and 
tells us not to adjust to the frustrations of our lives, but 
rather to fight for what we believe is right even when our 
chances for success are not favorable. 
"THE BACHELOR PARTY" 
In "The Bachelor Party," Charlie's Iife is frustrating 
and unfulfilling because he feels a vague sense of 
confinement and entrapment in his marriage. Charlie misses 
the freedom of his bachelor days and is overwhelmed with the 
responsibilities of marriage. His life is confused by the 
necessity of working all day, attending school at night and 
the added responsibilities that will result from his wife's 
pregnancy. The bachelor party comes to represent for 
Charlie a quest for the excitement he feels is lacking in 
·======~======·=========~~========================~==========~~7~9====~ 
in his 01-m conventional existence. Charlie envys the carefree 
attitude of the bachelor and, in a state of' intoxication, is 
ready to break through his dull conformity and find excite-
ment and romance with another woman. A sodden tour of' the 
city proves unsuccessful, however, and the party degenerates 
into an all night drinking session. Chayef'sky resolves 
Charlie's problem through a series of incidents which reveal 
the truth to Charlie about his own situation in life. During I 
the course of the evening, Charlie slowly comes to realize 11 
that the bachelor's life is more lonely and confused than his 
own. At the conclusion of' the play, Charlie returns to his 
wife with a new love and understanding; but again his problem 
is only partly resolved. Charlie's frustration is reduced by 
the realization that in marriage he has love and understanding 
~~d that the bachelor's life is not less complicated than his 
own; but the conditions which initially cause Charlie's 
feelings of confinement remain unresolved. In "The Bachelor 
Party," Chayefsky's theme is again one of conformity. Here, 
he is saying that life is confused and complicated, but we 
must accept things the way they are and find what happiness 
we can in love and understanding. 
"THE CATERED AFFAIR" 
In "The Catered Affair," the mother's sense of un-
fulfillment in life results from an unhappy marriage. Both 
the mother and father are ill-suited to one another and 
deeply frustrated in their relationship. When the daughter 
I 
I, 
I 
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announces her plans to be married and that she wants a simple 
1
j 
wedding, the mother is at first pleased with her practicality. I 
The neighbors, however, begin to wonder why the wedding is 
being rushed and the groom's parents flaunt their financial 
position before the mother. The mother then decides that the 
wedding must be a catered affair; but as yet her plans are . I 
modest. In the course of the play, however, the wedding takes 
on an added significance for the mother. It becomes a quest 
for romance, which the mother has never experienced with her 
own husband. Her plans become more and more exagerrated until 
they are completely out of hand. The dilemma is finally 'I 
resolved when the daughter, who almost loses her groom through1j 
the mother's interference, finally decides to return to the 
original plan for a small wedding. The mother's problem, 
however, is not resolved and, at the end of the play, she is 
forced to adjust to her situation and to find what happiness 
she can with her husband. Chayefsky's theme in ttThe Catered 
Affair" is again that happiness lies in adjusting to our 
environment and conforming to life as it is. 
EVALUATION OF THE~ffi MATERIAL 
In the seven television plays studied, the primary 
message Paddy Chayefsky communicates is that the life of the 
average, middle-class person is an unfulfilling, lonely, 
frustrating type of existence. Apparently, Chayefsky also 
believes that life is meant to be this way for he only 
partially resolves the conflicts and frustrations of his 
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characters at the conclusions of his plays. The typical 
Chayefsky character does not surmount his environment, but 
rather tends to compromise his values and adjusts to the 
circumstances of his life. This results in a bitter-sweat 
type of ending to almost all of Paddy Chayefsky 1 s television 
plays. The endings are generally happy in the sense that the 1 
major conflicts of the characters are reduced, but equally 
sad in that the loneliness and frustrations of the character's ! 
lives are only partially resolved. The one exception to this 1 
thematic formula occurs in the television play, "The Mother." 
At the conclusion of this play, the mother does not adjust 
to her situation and is more determined than ever to find 
employment and to support herself. In the other six plays, 
however, Cantor Sternberger accepts the misery in life, Joe 
Manx accepts reality as it is, Marty realizes that he is 
destined to remain a squat, ugly, butcher, Charlie adjusts 
to the confinement of his marriage and the mother in "The 
Catered Affair" accepts her situation and tries to find what 
happiness she can with her husband. The meaning of all but 
one of the seven television plays, then, is that life is 
destined to be frustrating and unfulfilling, but we must 
accept things as they are and seek our salvation by adjusting 
to our environment. The primary theme Paddy Chayefsky 
communicates as a television writer is that happiness lies 
in our ability to compromise and conform. 
CHAPTER VII 
EVALUATION OF CHAYEFSKY AS A TELEVISION WRITER 
As a television writer, Paddy Chayefsky has limited 
himself almost exclusively to the hour-length drama and has 
written primarily for a single market. All seven of the 
television plays analyzed in the preceding chapters were 
written for and produced by Fred Coe on the Philco-Goodyear 
Television Playhouse. Gilbert Seldes, in his book "The Public 
Arts," makes the following comments about this program:46 
The high marks for television drama must go to 
Worthington Minor for Studio One and to Fred Coe for the 
Playhouse. Both of these series were good in all 
respects, with more tricks of the camera in the first, 
more creative writing talent in the second. For the 
future of television, the emphasis on the writer is 
incomparably the most important and seems to have been 
part of a deliberate plan of Coe's who surrounded him-
self with a group of dramatists still too young to have 
had conspicuous success or failure on Broadway or in the lj 
movies and more than ready to adapt themselves to the 
facts of life in the television studio. They exploited 
the talent possibilities of a new way of telling a 
dramatic story, and they chose those stories that 
television could tell best. 
Paddy Chayefsky's most impressive talent as a television 
writer is this ability to create drama native to and designed 
specifically for the television medium. The analysis of 
structure in Chapter III, for example, illustrates that 
Chayefsky's plot formula is ideally suited to television. The 
major obstacles in plotting television dramas are the time 
46Gilbert Seldes, The Public Arts (New York: Simon 
and Schuster, 1956), p. 178. 
I 
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~ element and the size of the picture on the home receiver. The 
time element makes it mandatory to have a swift moving plot-
line with a minimum of complications, so that a complete story 
may be told within fifty minites of broadcast time. The small 
size of the television screen imposes an additional limitation 
upon the .use of expansive plot techniques. Chayefsky's clear, 
uncomplicated and rapidly moving plot-lines display a keen 
awareness of the limitations of the television medium. 
The analysis of realism in Chapter IV, on the other hand, 
show's Chayefsky's equally clear understanding of television's 
advantages. Television, viewed in the living room on a small, 
unobtrusive screen, is perhaps the most intimate of all the 
dramatic media. The nature of the television camera increases 
this intimacy. Close shots, for example, allow a subtlety of 
observation that would be extremely difficult to duplicate in 
the other dramatic media. Dissolves and cuts also permit 
rapid scene changes without costly production techniques and 
make the small, intimate scene practical. Because of these 
reasons, there is little that is so subtle and delicate that 
it cannot be viewed by the exacting eye of the television 
camera. Conversely, the intimacy of the medium makes it 
difficult to produce impressionistic or symbolic drama 
without falsity and a sense of unreality. Paddy Chayefsky's 
exacting literalness utilizes television's basic advantage 
of intimacy and is again ideally suited to the nature of the 
medium. 
l s4 ============================~F==F=~====== 
In regard to characterization and L~ choice of theme 
material, television is not as limiting and does not impose 
such severe restrictions upon the writer. Any character who 
is convincing as a person and who has been justified in the 
over-all dramatic structure, is a suitable subject for a 
television drama. The only real obstacle in television 
characterization is the element of time and the necessity of 
portraying a character in a believable manner within the 
limitation of fifty minites. Our analysis of the characters 
in Chapter V has shown that Paddy Chayefsky tends to depict 
people -v1ho are very similar to his television audience. By 
portraying characters that are easily identifiable by and with 
a television audience; Chayefsky does not have to engage in 
lengthy and impractical explanations of character and 
successfully avoids the limitations of time imposed by the 
medium. At the same time, the typicalness and naturalness 
of his characters takes advantage of television's universalitY] 
and strikes a common denominator that can be easily identifie~ 
by the whole audience. 
In choice of theme, television is again not as limiting 
as it might appear to be. The message a writer wishes to 
communicate is generally his own prerogative and is dependent 
upon his own personal insight. Because .of the commercial 
dependency of the medium, however, a theme must not offend 
minority interests and should stay within the confines of 
generally accepted good taste. A television theme should 
also be one that can be understood by a large, heterogeneous 
audience. In our analysis of theme material in Chapter VI, 
we have seen that Paddy Chayefsky's message is one of 
conformity and does not offend minority groups or step out-
side the limits of good taste. Chayefsky's themes are also 
of a type that can be understood, appreciated and applied by 
a large, heterogeneous audience. The naturalness and . 
typicalness of Chayefsky's characters lends an added sense 
of importance to his theme material. Marty's loneliness and 
frustration, Joe Manx's inability to accept reality and 
Charlie's vague feelings of confinement may well be duplicated 
in the life of the average television viewer who, most 
probably, is not better equipped to handle the situation than 
Chayefsky's stumbling heros. In this respect, the theme of 
conformity repeatedly stressed in the television plays 
successfully fulfills what Chayefsky believes to be the basic 
function of a liriter; "to give the audience some shread of 
meaning to the otherwise meaningless pattern of their 
lives.n47 In his characterization and his choice of theme 
material, then, Paddy Chayefsky again successfully avoids the 
pitfalls of television and takes advantage of the uniqueness 
of the medium. 
In conclusion, Paddy Chayefsky's plays successfully I 
I 
exploit the advantages and avoid the limitations of television 1 
47Paddy Chayefsky, Television Plays, 2£• cit., p. 178. 
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and his style of writing is ideally suited to the nature of 
the medium. · 
CHAPTER VIII 
ANALYSIS OF THE MOTION PICTURE SCRIPTS 
INTRODUCTION 
After achieving recognition as a television writer, Paddy 
Chayefsky turned his attention to the cinema. A motion 
picture version of the television play "Marty," re--v-rri tten 
for the screen by Paddy Chayefsky and produced by Hecht-Hill 
and Lancaster, was released nationally in the Spring of 1955. 
Chayefsky, having received his early indoctrination in motion 
pictures, was by no means a novice in the medium and nMarty" 
immediately captured the attention of both the critics and the 
public. Chosen as one of the two films to represent the 
United States at the Cannes International Film Festival in 
1955, "Marty" received the "Golden Palm" as the best film of 
the year.4$ Shortly after this, the New York Film Critics 
choose "Marty" as the best picture of the year and plagues 
were presented to producers Harold Hecht and Burt Lancaster 
and to Ernest Borgnine for his portrayal of the Bronx 
butcher.49 The phenomenal success of the motion picture 
reached a crescendo at the Academy Award Dinner in the Spring 
of 1956 when producers Hecht and Lancaster, writer Chayefsky, 
director Delbert Mann and actor Ernest Borgnine received 
4SGerald Weales, "Marty and ·His Friends and Neighbors," 
Commentar¥, 20 (September, 1955), p. 265. · 
49nF~lm Critics Give Awards for 1955," New York Times 
(January 22, 1956), p. 75. 
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no scars" for their work in the filming of "Marty. n50 II 
Follmving the tremendous critical acclaim accorded to "Marty~" 
two other Chayefsky television plays were revised for motion 
pictures. The screen rights to "The Catered Affair" were 
sold outright to Metro-Goldwyn Mayer by Paddy Chayefsky and 
the screen version of the play was released nationally in 
June of 1956, with an adaptation by Gore Vidal.51 Finally, 
in April 1957, Hecht-Hill and Lancaster released a film 
version of "The Bachelor Party," once again written for the 
screen by Paddy Chayefsky.52 
In this chapter we will analyze the motion picture 
scripts of "Marty" and "The Bachelor Party" and compare the 
screen versions with the original television plays. The 
screen play of "The Catered Affair" is not included in the 
study, since it was adapted for motion pictures by Gore 
Vidal and Paddy Chayefsky was not associated with the 
production. There is a general summary and evaluation of 
Paddy Chayefsky as a motion picture writer at the conclusion 
of the chapter. 
COMPARISON OF THE TWO VERSIONS OF "MARTY" 
The most interesting thing to note when comparing the 
two versions of nMarty" is that Paddy Chayefsky made very 
50nThe Oscars," Time, 68 (July 2t 1956), p. 106. 
5l"Cinema," Time~ (July 2, 19,6), p. 75. 
52nLife Is Nothing If," Newsweek, 49 (April 22, 1957), 
p. 124. 
few changes when adapting the story to the screen. In its 
structure, for example, the motion picture treatment again 
employs Chayefsky's formula for plotting outlined in Chapter 
III. There is a long first act establishing the characters 
and problem of the play, a longer second act consisting of a 
series of crises leading to a climax and a short, direct 
third act resolving both the climax and the problem of the 
play. Counterpoise and confidant characters and the use of 
pathos to frame a scene of tender human emotion are also 
employed in a similar manner in both versions of "Marty." In 
regard to sub-plot, there is one innovation in the screen 
treatment; the introduction of a second sub-plot involving 
Clara and her family. The second sub-plot, however, is 
utilized to enlarge upon Clara's personality and background 
and does not contribute directly to the main story-line. 
The style of exacting realism, so pronounced in the 
television version of "Marty," has also been carried over 
into the motion picture revision. The introduction to Act 
One of the television version, for example, minutely describes 
the set and the people of a local New York butcher shop.53 
Fade In: A butcher shop in the Italian district of 
New York City. Actually, we fade in on a close-up of a 
butcher's saw being carefully worked through a side · of 
beef, and we dolly back to show the butcher at work, 
and then the whole shop. The butcher is a mild-mannered, 
53Paddy Chayefsky, Television Plays, ££• cit., . p. 135. 
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stout, short, balding young man of thirty-six. His charm I 
lies in an almost indestructible good-natured amiability. 
The shop contains three women customers. One is a young 
mother with a baby carriage. She is chatting with a 
second woman of about forty at the door. · The customer 
being waited on at the moment is a stout, elderly Italian 
woman who is standing on tiptoe, peering over the white 
display counter, checking the butcher as he saws away. 
When converting "Martyn to the screen, Paddy Chayefsky 
was careful not to allow the panoramic scope of the motion 
picture camera destroy this style of authentic and detailed 
realism. The same scene in the screen version takes advantage l
1 
of the greater flexibility of the motion picture camera, but 
is even more exacting in its examination of detail.54 
Fade In: Exterior-Establishing Shot--187th Street, 
New York City--Day. 187th Street is just east of Webster 1 
Avenue in the North Bronx. This is a predominantly 
Italian community, and 187th Street is a conwercial 
avenue of the neighborhood. The entire -street is flanked 
by rows of stores--fruit and vegetable, pizzerias, butcher, 
shops, bakeries, cleaners and dyers and bars• It is 
Saturday morning around 11 o'clock--in short, market day 
in an Italian community with something of the Old-World 
flavor still in it• Series of Intercuts: of the · stores 
crowded with women, dark, effusive, gisteculative, 
burdened with bulging cloth shopping bags, some of the 
younger ones wheeling baby carriages; of the -merchants--
standing by their impoverished street stands, hawking 
their wares, disputing with their customers, roaring 
salutations to passersby. In the midst of all this, 
Camera finds and · establishes. a typical neighborhood 
butcher shop and, as the crowd continues to flow past, 
starts to slowly move in on it as we_: Dissolve Thru To: 
Interior--Butcher Shop--Day. It is a modern butcher shop 
The only touch of Italy is evident in the various I 
delicatessens hanging on the walls, wreathed with garlands 
of garlic. There is only one butcher on scene, Patsy, 1 
-54Paddy Chayefsky, "Marty" (unpublished motion picture 
play, 1954), P• 1. 
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the boss; a grizzled, swarthy man of 50. He is flopping 
a chunk of beef onto the scale for the benefit of a 40 
year old matron. There are three or four other women 
on scene in the shop, all talking to one another, and a 
four year old boy who is lazily chasing a cat. The shop 
is fairly crowded and noisy. Camera angles to include 
the refrigerator room as its big white door opens, and 
the second butcher, Marty Pilletti, comes into shot, 
carrying a large leg of lamb. Marty is a mild-mannered, 
short, stout, balding man of 34. His charm lies in an 
almost indestructible good humor. He starts toward a 
chopping block behind the cotmter. ~~s. Fusari, one of 
the elderly Italian women in the shop, is standing in 
front of the counter watching Marty. He flops the leg of , 
lamb onto the chopping block, reaches up for the cleaver 
hanging with the other utensils over the block and makes 
quick incisive cuts into the leg of lamb. He sets the 
cleaver aside, picks up the saw and finishes the cuts. 
Although the scenes are longer and larger in the motion 
picture version, then, Paddy Chayefsky maintains his style of 
exacting realism by using the scope of the camera to add to 
detail rather than to distract from it with panoramic effects. 
The characters in the motion picture version of "Marty," 
similar to their counterparts in the television play, are 
middle-class people of small education and background 
residing in ethnic areas of large cities. Psychologically, 
they again display ordinary emotional weaknesses and the 
problems they encounter are within the everyday experience of 
the average motion picture patronizer. The primary 
difference between the two versions of "Marty," however, 
occurs in the characterization of the plays. When re-writing 
the play for the screen, Paddy Chayefsky utilized the extra 
time at his command to enlarge upon the backgrounds of his 
characters and to strengthen their motivation. There are 
several nev-r scenes in the motion picture version which show 
-- -~----= 
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Marty's continual longing for women and his repeated 
frustration prior to the time that he meets Clara. One such 
scene occurs when he is asked to deliver an order of groceries 
to :rvrrs. Ricardo.55 jl 
(DISSOLVE TO MARTY IN HALLWAY OF APARTMENT -HOUSE NEAR ' 
A DOOR. HE PUSHES THE BUZZER. SOUND OF BUZZER COMES 
OVER. MARTY IS THINKING AND PENSIVE. AFTER A MOMENT, 
THE DOOR IS OPENED A CRACK AND A YOUNG WOMAN'S FACE 
PEERS OUT.) 
MRS. RICARDO: Who's that? 
MARTY: It's me, Missus Ricardo. I got your meat for you. 
MRS. RICARDO: Wait a minute. I got no clothes on. 
(THE FACE AT THE OPEN CRACK OF THE DOOR DISAPPEARS. 
MARTY WAITS. A MOMENT LATER, THE DOOR IS OPENED. MRS. 
RICARDO IS A RATHER PRETTY YOUNG MOTHER IN HER EARLY 
THIRTIES. SHE HAS THROWN ON A HOUSE DRESS WHICH HAS 
BEEN ONLY HASTILY BUTTONED.) 
MRS. RICARDO: Come in, Marty, what do I owe you? 
(I~RTY COMES IN AND MRS. RICARDO TURNS AND LEADS THE WAY II 
DOWN THE FOYER TOWARD THE KITCHEN WHERE AN EIGHT YEAR OLD 
BOY, I'-ffi.S. RICARDO'S SON, IS ON SCENE INDOLENTLY SITTING 
AT A TABLE WITH A PLATE OF FOOD IN FRONT OF HIM. HE IS 
PECKING AWAY AT IT.) 
MARTY: Three dollars and twelve cents, Mrs. Ricardo. 
(MARTY SETS THE PACKAGE OF JYJ.EAT DOWN O·N THE TABLE. MRS. 
RICARDO LEANS OVER TO GET HER BLACK PURSE FRO~i OFF THE 
PANTRY. HER LOOSELY BUTTONED DRESS FALLS OPEN, EXPOSING 
A BIT OF HER BREAST. MARTY'S EYES FLIT TO THE EXPOSED 
AREA. MRS. RICARDO OPENS HER PURSE. HER EYES LIGHT ON 
HER SON WHO IS REGARDING HIS FOOD WITH A.SKEPTICAL EYE. 
SHE LEANS TO HIM, HER DRESS FALLING OPEN MORE. MARTY 
CAN'T KEEP HIS EYES FROM HER BREAST.) 
55Paddy Chayefsky, "Marty," .2.!2.• cit., p. 14. 
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~ffiS. RICARDO: (TO SON) Eat! Eatl Wadda you sitting 
there?! 
(SHE TURNS TO MARTY, SHRUGS OVER HER SON'S LACK OF 
APPETITE, ALL THE VITHILE FISHING MONEY OUT OF HER PURSE. 
SHE BECOMES CONSCIOUS OF MARTY'S STARE AND PULLS THE 
LOOSE ENDS OF HER DRESS TOGETHER. MARTY TURNS HIS 
ATTENTION TO THE TABLE, EMBARRASSED. SHE HAS ALREADY 
PRODUCED THREE DOLLAR BILLS AND IS NOW FINGERING HER 
CHANGE PURSE, BUT APPARENTLY HAS NO CHANGE.) 
MRS. RICARDO: I owe you twelve cents. 
¥1ARTY: Sure, Missus Ricardo. 
(HE TAKES THE THREE DOLLAR BILLS, POCKETS THEM AND 
STARTS OUT.) 
There are two other scenes in the motion picture which 
also enlarge upon Marty's need for women and his frustration. 
One occurs when Marty is conversing in the street .,...rith Patsy 
and his attention is continually diverted toward three young 
girls and a boy engaging in suggestive adolescent horseplay.5 6 
The other takes place in a bar where Marty pretends unsuccess-
fully to be not too interested in a pornographic magazine.57 
By enlarging on Marty's desperate need for female companion-
ship in the screen treatment, Chayefsky makes his eventual 
introduction to Clara all the more poignant and meaningful. 
There are also several new scenes in the motion picture 
that further establish the strong bond of affection that 
eventually emerges in Clara and Marty's relationship. One 
such scene, occurring when Marty tells Clara of his army 
5 6Paddy Chayef sky, "Marty, tt 2E.. cit. ~ p. 13 • · 
57 Ibid., p. 8. 
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experiences, strongly indicates their emotional rapport.58 
(DISSOLVE TO MARTY AND CLARA. THEY ARE SITTING 
OPPOSITE FROM ONE ANOTHER IN A BOOTH. THEY HAVE A CUP 
OF COFFEE IN FRONT OF EACH OF THEM. MARTY IS STILL 
TALKING, BUT NOW HE IS APPARENTLY TELLING A STORY SO 
FUNNY THAT HE CAN HARDLY GET THE WORDS OUT. THE HILARITY 
HAS COMMUNICATED ITSELF TO CLARA. HER EYES ARE BURNING 
r~viTH SUPPRESSED LAUGHTER. EVERY NOW AND THEN SHE HAS 
TO GASP TO CONTROL THE BUBBLING GIGGLING INSIDE OF HER.) 
MARTY: So I'm inna kneeling position and if you ever 
try shooting a B.A.R. inna kneeling position, you knm'l 
what I mean. I can't holda steady position. I'm 
waivering back and forth. 
(HE HAS TO INTERRUPT THE NARRATIVE TO CONTROL A SEIZURE 
OF GIGGLES. CLARA WIPES HER EYES AND TRIES TO CATCH 
HER BREATH.) 
MARTY: So the guy next to me, he's shooting the prone 
position, and he's cross-eyed like I told you. 
(HE CAN'T GO ON. HE HAS TO STOP AND COVER HIS FACE v.JITH 
ONE HAND.) · 
MARTY: So just then __ • 
(HAS TO STOP TO CONTROL H~1SELF AGAIN.) 
MARTY: So just then I hear five shots go off from the 
guy next to me. 
(ITS TOO MUCH FOR H:rn. HE LETS OUT A SUDDEN GUFFAW AND 
INSTANTLY SMOTHERS IT UNDER SHAKING SHOULDERS. CLARA 
HIDES HER FACE IN HER HANDS AND GIGGLES DESPERATELY.) 
lf~RTY: So my target goes down, and a ·minute later, the 
flag comes up. I got five bulls-eyes. This cross-eyed 
guy next to me, he shot five bulls-eyes into my target. 
(HE STARES AT THE GIRL, WEAK AND SPENT WITH LAUGHTER.) 
MARTY: So I said to the sergeant who was checking my 
score, "Pretty good, eh, Sarge? Five bulls-eyes." 
5BPaddy Ghayefsky, "Marty," 21!• cit., p. 72. 
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(HE IS BEGINNTI\JG TO GIGGLE AGAil"\J.) 
MARTY: So this sergeant--he don 1 t know what happened--
he says, "Say, that 1 s all right, . Pilletti." 
(HE CLOSES HIS EYES, SHAKES HIS HEAD.) 
MARTY: Oh, man. That's how I got the reputation of 
being the best shot inna whole battalion--oh, man. 
(FOR A MOMENT THEY SEEM TO HAVE CONTROLLED THEIR 
LAUGHTER. THEY SIT, EACH SHAKING THEIR HEAD, STUDYING 
THEIR FINGERNAILS ON THE TABLE IN FRONT OF THEM. THEN, 
SLOWLY, MARTY BEGINS TO GIGGLE AGAIN. IT CONIMUNICATES 
ITSELF TO CLARA. SHE BEGINS TO GIGGLE. IN A MOMENT 
THEY ARE HIDING THEIR FACES IN THEIR HANDS, THEIR 
SHOULDERS SHIVERING WITH TREMORS OF LAUGHTER.) 
Another scene in the motion picture version that enlarges 
upon the mutual affection of Marty and Clara occurs just after 
they have met for the first time at the dance hall.59 In 
this scene, Marty cannot restrain himself from talking to 
Clara in spite of the fact that he is usually very shy with 
girls he doesn't know. Finally, there is a third scene in 
which Marty brings about a realization in Clara that she is 
afraid to leave her parents because of loneliness and Clara, 
conversely, gives Marty insight into the reasons why he is 
afraid to go into business for himself. 60 By showing the 
strong bond of affection between Marty and Clara in greater 
detail in the screen version, Paddy Chayefsky not only 
enlarges upon the characters themselves, but also adds 
conflict to the climax, when Marty begins to waiver in his 
~9Paddy · Chayefsky, "Marty," .2.E.• cit., p. 69. 
0Ibid., P• 78. 
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affection for Clara because of the criticism of his mother 
and friends. 
Chayefsky has also given Marty more motivation to be 
receptive to criticism of Clara in the screen treatment of the 
play. The scene in which Ralph tries to get Marty to desert 
Clara for another girl shows Marty's continual doubts about 
Clara's desirability long before the criticism of his mother 
d f . d 61 an rJ.en s. 
(DISSOLVE TO RALPH LEANING OUT OF THE WINDOW OF A 
47 CHEVIE.) 
RALPH: (YELLING) Hey, Marty, come over here a minute. 
(¥illRTY AND CLARA START WALKING TOWARD THE CHEVIE. RALPH 
AND MABEL, A YOUNG WOJ.VIAN UJ HER EARLY THIRTIES, ARE 
SEATED IN FRONT. IN THE REAR SEAT OF THE CAR, LEO IS 
SANDWITCHED IN BETWEEN A MISS LOUISE KELLY AND A MISS 
ELAINE RITCHIE. IvlA.RTY EXCUSES HllviSELF FROM CLARA AND 
WALKS SLOWLY TO 'l'HE CAR. ) 
MARTY : Hello, Ralph, what's new? 
(HE LOOKS THROUGH THE BACK WINDOW, RECOGNIZES LEO.) 
~~TY : Hiya, Leo. 
LEO: Hiya, Marty. 
RALPH: ( INDICATll'IG WITH HIS HEAD THAT HE vviSHES TO HOLD 
A WHISPERED CO NFERENCE WITH MARTY) Hey, Marty, come 
here a minute. 
(MARTY LEANS WITH HIS ELBOW ON THE OPEN FRONT WINDOW OF 
THE CAR, HIS HEAD BOWED, WAITING FOR RALPH TO SPEAK HIS 
PIECE. HE STUDIOUSLY AVOIDS LOOKING AT THE GIRLS IN THE 
CAR.) 
RALPH: (LOWERING VOICE) Hey, Marty, we got an odd 
squirrel here, you interested? 
61Paddy Chayefsky, nMarty," £E.• cit., p. 86. 
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IN THE SEAT NEXT TO RALPH.) 
lVIAR'l1Y: Waddaya mean, Ralph? 
RALPH: Hey, Louise, I vmnt you to meet Marty Pilletti. 
Marty, that's Louise Kelly, inna back seat there. 
IvJJ\.RTY: Hiya. 
(IDUISE, NOT THE Dl~ATTRACTIVE GIRIJ BY Ai:IJ'Y IVlEANS, IS A 
LITTLE SURLY AT THE lVIOJY1.ENT. SHE MERELY NODS AT THE 
I NTRODUCTION. ) 
RALPH: Listen, ·Marty, these three squirrels are nurses. 
Iv!oney inna bank, man. We're all going over Leo's later 
because there's nobody there. This is money inna bank, 
man. These are the squirrels I told you about. 1'-1oney 
inna bank, man. Wanna get inna car? She's a pretty 
nice looking doll. 
IviARTY: I'm with a girl, Ralph. 
RALPH: Get ridda her. This is money inna bank. 
lVtARTY: I can't do that, Ralph, because somebody already 
brushed her off once tonight. 
RALPH: This is a good deal here, Marty. 
(MARTY STRAIGHTENS, LOO KS SURREPTITIOUSLY BACK TO THE 
CORNER WHERE CLARA IS STANDING. SHE IS AN ANGULAR, 
AvfKvlARD, PLADT GIRL. MARTY BRI NGS HIS ATTENTION BACK 
AROUND TO RALPH WHO IS LEANING 0 UT THE CAR WI NDOW. ) 
lf~RTY: I can't do it, Ralph. Thanks anyway. (LOOI~ 
TOWARD BACK SEAT) Very nice to have met you all. 
A second new scene in the motion picture version 
1 showing Marty's continual doubts about Clara occurs in a 
62 ! drugstore. Here, Marty compares Clara to a pin-up 
I 
1 picture in a magazine and the contrast is painfully apparent 1 
I 
l! to both Marty and the audience. 
1-----
'1 62Paddy Chayefsky, 11Marty," QE• cit., p. 81. 
Chayefsky also establishes Clara's background in greater 
detail in the motion picture version by introducing a new 
sub-plot. This second sub-plot reveals that Clara is an only 
child, completely dependent upon her parents for emotional 
. . . 
support. It also establishes Clara's frustration prior to 
meeting Marty; when her sister tries unsuccessfully to 
arrange a romance between Clara and Dr. Keehan. The motion 
picture version of "Marty," then, is somewhat stronger than 
the television play in characterization, since there has been 
time to explore more fully the backgrounds and motivations of 
the primary characters. The characters, however, are still 
the same people portrayed in the television play and what-
ever changes have been made do not distract from their 
primary human qualities. 
In regard to theme, the two versions of "Marty" are 
nearly identical. Chayefsky is again telling us in the motion 
picture version, to accept the difficiencies of life and to 
find what happiness we can in love and understanding. 
In summary, then, the television and screen vers_ions of 
"Marty" are very similar in their techniques of structure, 
realism, characterization and theme. Although the characters 
and motivations have been enlarged in the screen treatment, 
Chayefsky faithfully transferred the basic qualities of his 
television play to the motion picture medium. 
COMPARISON OF THE TWO VERSIONS OF "THE BACHELOR PARTY" 
vl.hen re-writing "The Bachelor Party" for the screen, 
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Paddy Chayefsky made considerably more changes in the 
original story than he did in "Marty.n The changes in the 
motion picture version of "The Bachelor Party,n however, 
have been made to strengthen plot and character and do not 
constitute a basic departure from the style of writing in 
the original television play. In structure, for example, 
Chayefsky again utilizes his basic formula of a long first 
act establishing characters and the problem, a longer second 
act consisting of many crises leading to a climax and a short 
third act resolving the problem. His use of counterpoise 
and confidant characters and pathos is also similar in both 
versions. The major difference bet\veen the motion picture 
and television versions of "The Bachelor Partyn in regard to 
structure, is that a stronger plot-line has been employed in 
the screen treatment. In Chapter III, we have seen that the 
television version of "The Bachelor Partyrr was rather loosely 
constructed and consisted of a series of seemingly unrelated 
incidents each of i'Vhich makes Charlie a little more aware of 
his own situation in life. When re-writing "The Bachelor 
Party" for the screen, Paddy Chayefsky added several new 
situations that tighten his story-line and make the actions 
of his characters seem more convincing. In the television 
play, for example, Charlie is merely thinking about going 
to school and his fear that his 'lrrife' s pregnancy will destroy 
his plans seems somewhat unrealistic. In the motion picture lj 
version, on the other hand, Charlie is attending night school ! 
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e and -v.rorking during the day. His life is considerably more 
confined and his wife's pregnancy represents a real threat 
to his :future plans. This is particularly well brought out in 
a new scene which occurs between Charlie and Kenneth in a 
lavatory.63 Here, Charlie unburdens himself to Kenneth and 
tells him that he is tired of responsibility and plans to 
quit night school because of his wife's pregnancy. There are 
also a series of new scenes in the screen version that enlarge 
the primary sub-plot and add motivation for Helen's doubt of 
Charlie. In the television play, the only motivation Helen 
has for doubting Charlie is Julie's description of what 
usually occurs at bachelor parties. The screen version 
gives Helen a realistic reason for suspecting Charlie by 
showing that Julie's husband is unfaithful to her in a 
situation very similar to the one Charlie and Helen find 
themselves in. There is a new scene in the screen treatment, 
for example, in which Julie tells Helen that her husband has 
been seeing another woman. 64 
100 
JULIE: Wait'll Charlie gets to be forty-two • .l'v1y 
Mike's having an af:fair right now with one of his patient • 
Vle don't talk about it--don't you, either, not even to 
Charlie. But Mike knows I know about it. I even know 
the patient. A married ivoman with a hyperthyroid 
problem. My Mike's a good doctor with a pretty good 
practice. The kids are crazy about him. But every now 
and then he has to go out and get involved with a woman. 
63Paddy Chaye:fsky, TheBachelor Party (New York: The 
New American · Library, 1957), p. 68. 
64Ibid.' p. 56. 
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HELEN: You're kidding, aren't you? 
JULIE: Would I kid about something like that? I don't 
know why I told you. Don't tell anybody, not even 
Charlie. I don't l'Tant the family to know. But this 
woman isn't the -first one. I know that much. About 
three years ago, the doorbell rings. I open the door. 
There's a man there. He says: "Tell your husband to 
stay away from my sister." How would you like to open 
the door and have somebody say that to you? I cried for 
two weeks. I don't know what to do about it, Helen. 
Should I bring it out in the open with Mike or should I just keep my mouth shut like the other time. Because 
he's not · going to leave me. Even if he doesn't care 
about me, he has his kids to think about. We were 
married too young. That was our big mistake. We were 
married too young. 
(HER FACE, HER WHOLE BODY SUDDENLY TIGHTENS TO FORESTALL 
ANY POSSIBILITY OF BREAKING INTO TEARS, AND SHE SITS 
DO~~ ABRUPTLY ON THE KITCHEN STOOL, HER EYES CLINCHED 
TIGHT AND HER FACE RIGIDLY ~1PASSIVE. HELEN Rill·~ INS 
NERVOUSLY SILENT.) 
JULIE: \lle should have waited till he finished his 
internship. ~{:hat kind of married life is that? Twenty-
two dollars a month he was earning. Every other day he 
had to sleep · in the hospital. The first tl'TO years of 
our marriage, we didn't even see each other. And then 
I'm pregnant. He had to quit, what do you think? He 
wanted to be a surgeon, he wound up being a G.P. From 
that day he hated me. He told me in just so many words. 
Why do you think I keep telling you, Helen, why do you 
think I keep telling you: "Don't have a baby till 
Charlie finds himself." (SUDDENLY CRIES OUT) It hurts! 
Even after eleven years it hurtsJ 
In another new scene in the motion picture, Julie tells 
Helen to destroy the baby so that she can hold her husband.65 
Helen's doubts about Charlie are partially confirmed in still 
another scene when she asks him if he thinks they should 
destroy the child.66 When Charlie hesitates and does not 
65Paddy · Chayefsky, The Bachelor Party, ££• cit., p. 63. 
66Ibid., p. 100. 
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immediately reject the idea, Helen becomes completely 
disillusioned with him. The plot of the screen version, 
then, has been somewhat strengthened by giving Charlie more 
motivation for his vague feelings of confinement and by 
establishing realistic reasons for Helen's doubts about 
Charlie. 
In respect to realism, Chayefsky again uses the same 
minutely detailed verisimilitude in both version of ffThe 
Bachelor Party." As in the screen version of "Marty," the 
greater flexibility of the motion picture camera has been 
utilized to examine detail in an even more intensive manner 
in the screen treatment. Another type of realism has also 
been employed in the motion picture version of "The Bachelor 
Party." When revising the play for the screen, Chayefsky · 
took full advantage of the comparative freedom of censorship 
in motion pictures by enlarging upon the more sodden and 
suggestive scenes that take place during the party. One 
example occurs in Eddie's apartment where pornographic motion 
pictures are being shown. 67 
EDDIE: Arnold, you're in the way again. Come on 
now. All right, put off the lights. 
(THE ROOM IS FLOODED IN DARKNESS AGAIN. WALTER HURRIES 
TO A CHAIR. THE SQUARE OF LIGHT IS RESONABLY FOCUSED, 
JUST ON EDGE TRAILING OFF ONTO THE DRAPES OF THE WINDOW. 
NUMBERS FLICKER QUICKLY OFF ON THE SCREEN. THE REST OF 
THE SCENE WE SEE IDOKING INTO THE WHITENED FACES OF THE 
FIVE MEN AT THEIR VARIOUS POSTS.) 
67Paddy Chayefsky, The Bachelor Party, 2£• cit., p. 51. 
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KENNETH: Here we go. 
EDDIE: Hey, Arnold, if this is the one I think it is, 
there's a part here I want you to see. 
WALTER: (A PICTURE OF DETERMINED BOREDOM, BUT PUTTING ON 
HIS GLASSES) This is for kids. 
CHARLIE: Say's he--putting on his glasses. 
I 
KENNETH: nThe Baseball Game." That's a nice title, don'ti 
you think? 
EDDIE: This is the one, Arnold. There's a guy in here 
who looks just like Arnold. 
KENNETH: Hey, she's not bad. Usually, the girls in 
these things look like dinosaurs. 
WALTER: (HIS EYES GLUED TO THE SCREEN) A bun·ch of 
grown men • 
(HE BREAKS OFF AS APPARENTLY SOME INTERESTING ACTION HAS 
STARTED ON SCREEN. AN INVOLUNTARY GRUNT OF ACKNOWLEDGE~ 
MENT ESCAPES HIM .• ) 
EDDIE: I got these pictures off my dentist. I don't 
lmow ;,vhere he got them. There you are, Arnold, that 1 s 
you. 
CHARLIE: Yeah, it does look like Arnold. 
EDDIE: Doesn't that look like Arnold? 
KENNETH: Who's looking at the guy? 
CHARLIE: Arnold, you've got a career ahead of you. 
KENNETH: That girl looks like the girl Charlie picked 
up just before. 
EDDIE: Probably is. 
WALTER: That fellow there is not a bad actor. 
CHARLIE: Actor. You could play that part pretty easy 
yourself. 
KENNETH: I think the Daily News gave this four stars. 
EDDIE: I'd like to see this in Three-D. 
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(THE SIDE COJI'!JVIENTS DRIFT OFF FOR A MOMENT AND A SORT OF 
FROZEN ATTENTION SETTLES ON THE WHITE FACES. EACH FACE 
IS SORT OF SET IN A MOLD OF DETERMINED DISINTEREST, BUT 
THE EYES ARE ALL WATCHD~G.) . 
WALTER: Well, I' 11 just watch one of them. Then, I 
think I'll just go home. 
(HE WETS HIS LIPS, LIFTS THE BOTTLE OF BEER TO HIS MOUTH 
AND TAKES A SWALLOW. HIS EYES NEVER LEAVE THE SCREEN. ) 
There are two other scenes ll1 the motion picture that 
are also presented in an earthy and suggestive manner. One 
occurs at a Greenwich Village party where Charlie meets a 
promiscuous female existentialist68 and the other takes place 
when Charlie and Arnold desert Eddie and the bachelor makes 
overtures toward an elderly prostitute. 69 Paddy Chayefsky, 
then, maintained his exacting verisimilitude when converting 
"The Bachelor Party" to the screen and in addition incorporate 
a new earthy realism into the play. 
The characters in the two versions of "The Bachelor 
Party" are again very similar in nature. There are several 
new characters in the screen revision, but, with the exception 
of the existentialist, they are all typical middle-class 
people with ordinary psychological weaknesses and problems. 
Paddy Chayefsky did not enlarge his primary characters to any 
. great extent in the screen version of "The Bachelor Party," 
but there are several new scenes that further establish the 
68PaddyChayefsky, The Bachelor Party, 2.E.• cit., p. 111. 
69Ibid., p. 120. 
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backgrounds of some of the less important figures in the play. 
Walter, a rather non-descript personality in the television 
play, has been greatly enlarged in the screen treatment. 
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There is a scene in a subway, for example, where Walter in a 
state of intoxication, unburdens himself to Charlie and Eddie. 0 
Here, we are informed that Walter is dying and has refused 
his doctor's advice to go to Colorado because he is afraid 
he will not be able to support his family in a new environ-
ment. The groom, Arnold, is also enlarged as a character and 
given ne\'1 motivation for his fears about marriage in the 
screen treatment of the play. In one new scene, Arnold 
confesses to Charlie that he has never had an affair with a 
't'lOman and reveals his insecurity about his approaching 
. 71 marrJ.age. 
ARNOLD: Do you want to see her picture? 
CHARLIE: Sure. 
(ARNOLD CLill~SILY HAULS OUT HIS WALLET AND EXTRACTS A 
PICTURE. HE GIVES IT TO CHARLIE WHO TWISTS AT AN ANGLE 
IN ORDER TO GET SOME LIGHT ON IT. ) 
ARNOLD: I want you to give me your honest impression, 
Charlie. She isn't much is she? 
CHARLIE: I · can't see much in this light, but she looks 
like a nice, pretty girl. 
70Paddy -Chayefsky, The Bachelor Party, 2£• cit., p. 90. 
71Ibid., P• 76. 
ARNOLD: Well, I wouldn't say that. We were matched up, 
you know. The families ·kind of agreed on it. I was 
brought over to her by my mother and father. That's hO'\'l 
I met her. She's some kind of tenth cousin. She's all 
right. She's quiet. I kissed her. I think she . 
expected more. She even asked me that. She said to me: 
"Are you afraid of me?" I really don't go out with 
women much, you know. Don't tell nobody this, Charlie, 
but you aren't going to believe this, but I never--I 
mean, Charlie, she's a widow. She's been married alread 
--she's going to expect a lot--and I never--What do you 
think I ought to do? 
CHARLIE: What do you mean, Arnold? 
ARNOLD: I mean, you think I ought to marry her? 
CHARLIE: Well, Arnold, even if I knew the girl, I 
wouldn't answer that question. I may not like her, but 
she may be fine for you. 
ARNOLD: Because I'm thinking of cal~ing the whole thing 
off. 
CHARLIE: It's kind of late for that, isn't it? 
ARNOLD: I'm scared stiff, Charlie. 
CHARLIE: What are you scared about? 
ARNOLD: I'm not much of a talker, and she's one of 
those quiet ones. ·What are you supposed to do vtith 
your wife? I mean, most of the time. 
Arnold's insecurity is further established in a second 
new scene when Eddie almost convinces him to visit a 
prostitute before Arnold becomes so frightened that he cannot 
go through with it.72 In his characterization, then, Paddy 
Chayefsky has again made several changes in the motion 
picture version of "The Bachelor Partyn by enlarging the 
backgrounds and adding to the motivations of several of the 
72Paddy Chayefsky, The Bachelor Party, 2£• cit., p. 82. 
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characters. As in the screen version of "Marty," ho·w·ever, 
this in no way affects the basic human qualities of the 
character's concerned. They are still typical middle-class 
people and, in this respect, very similar to their counter-
parts in the television play. 
The theme of both versions of "The Bachelor Party" is 
again practically identical. Charlie's conflict is reduced 
adequately in both versions and Chayefsky 1 s message, that 
happiness lies in our ability to conform to our environment, 
is clearly articulated in both treatments of the play. 
In swmnary, then, Paddy Chayefsky made more changes when 
converting "The Bachelor Party" to the screen than he did 
when re-writing 11Marty. 11 The changes in the screen version, 
however, are designed to strengthen plot and character and 
in no way change the style, mood or story-line of the play. 
In most respects, the screen version of "The Bachelor Party" 
again represents a faithfull transition of the basic dramatic 
qualities of the television play to the motion picture medium. 
EVALUATION OF CHAYEFSKY AS ! MOTION PICTURE WRITER 
Our evaluation of Chayefsky as a television writer has 
shown that one of his most impressive talents is his ability 
to create dramas that are native to and designed specifically 
for the television medium. In some respects, the motion 
picture versions of trMartyn and "The Bachelor Party" similarly 
take advantage of the nature of the motion picture medium. 
Chayefsky, for example, has utilized the extra time at his 
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disposal in the screen versions to enlarge upon the back-
grounds and motivations of his characters. The screen version 
of "The Bachelor Party," also exploits the relative freedom 
from censorship in motion pictures. Finally, because of the 
large and heterogeneous audience, Chayefsky's theme material 
and easily identifiable characters are equally effective in 
both television and motion pictures. 
Paddy Chayefsky's techniques of structure and his use 
of realism, however, are not as equally suited to the 
expansive freedoms of the motion picture medium. The large 
screen, freedom of time and flexibility of the motion picture 
camera make expansive plotting per.missable and desirable on 
the screen. By literally transforming the techniques of 
structure used in the television versions of ttMarty" and "The 
Bachelor Party" to the screen, Chayefsky made no attempt to 
broaden the canvas of his plays and failed to take advantage 
of the full scope of the motion picture camera. 
Chayefsky's particular style of detailed realism is also 
more suited to the intimacy of television than to the motion 
picture medium. The television and motion picture cameras 
are similar in that they share a remarkable power of 
concentration through the use of close-up lenses. The 
relatively large size of the motion picture screen, however, 
has a tendency to distract from subtle observation when a 
close-shot is not being employed. Because of this reason, 
small touches of realism, such as the writing on the lavatory 
e wall in 11 The Bachelor Party," have gone completely unoticed 
by Chayefslcy's motion picture audience. 
In summary, the restrictions in regard to plot and 
exacting realism Chayefsky voluntarily imposes upon himself 
do not exploit the full resources of the screen and have a 
tendency to limit the scope of his motion picture plays. 
This points to the conclusion that although Paddy Chayefsky's 
particular style of writing is ideally suited to television, 
it is not as effective when literally transformed from 
television to the motion picture medium. 
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CHAPTER IX 
ANALYSIS OF "MIDDLE OF THE NIGHT" 
INTRODUCTION 
Paddy Chayefsky has written one play for the legitimate 
theatre, nMiddle of the Night." Produced and directed by 
Joshua Logan, "Middle of -the Night" opened at ANTA Playhouse 
in New York on February 8, 1956 with a cast headed by Edward 
G. Robinson and Gena Rowlands.73 The reviews in the New York 
newspapers following the opening of the play were only mildly 
enthusiastic. Five of the local critics, including Brooks 
Atkinson of the New York Times and John Kerr of the Herald 
Tribune, gave a luke-warm, qualified approval to ttMiddle of th 
Night." The other two critics were decidedly negative. John I 
Chapman of the Daily News, perhaps the severest critic of 
Chayefsky's play, called the work a nsoap opera.n74 Paddy 
Chayefsky, defending his play in an article in the New York 
Times, commented on the reviews of "Middle of the Night" in 
the following manner:75 
I am afraid that what some critics really mean by 
"little playn is that the play had its origins in 
television. It is a sort of poignant arrogance among 
some theatre people to suppose that any other dramatic 
medium is only a stepping stone to Broadway, a sort of 
minor league, a training school for the nobler demands of 
the stage. I could not escape the feeling, after reading 
73"Middle of the Nightl' Theatre Arts, 15 (April, 
p. ' 20. ----
74Lewis Funke; "News and Gossip of the Rialto," 
Times (February 12, 1956), Sec. 2, p. 1. 
75Paddy Chayefsky, "Not So Little," .2.£• cit. 
1956)' 
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some of the reviews of my play, "Middle of the Night," 
that I was being looked at as a nouveau riche who had -
elbowed his way into an aristocrats home and, while the 
gentry were by noblesse oblige dutifully courteous, they 
could not help raising and eyebrow at my choice of 
necktie. 
Despite unfavorable critical comment about the play, 
"Middle of the Night" proved to be very successful with the 
public. The play ran four-hundred and seventy-nine 
performances on Broadway, closing at ANTA Playhouse on May 
5, 1957. 
In this chapter we will analyze "Middle of the Night" and 
compare the way Chayefsky handles material in the legitimate 
theatre to his style of writing in the media of television and 
motion pictures. Prior to the study, however, it is again 
felt that the reader should have some familiarity with the 
. ; 
story-line of the play. The following, therefore, is a 
capsuled outline of "lt1iddle of the Night. n 
OUTLDJE76 
The principle characters in the play are Betty Preiss, a 
young woman in her early twenties, and Jerry Kingsley, a 53 
year old widower. Betty feels that her marriage is unfulfill-
ing and that her husband's interest in her is purely physical. 
She is a sensative person who demands an emotional satisfac-
tion and understanding in marriage that her husband is 
psychologically unable to provide and is therefore 
76Paddy Chayefsky, "Middle of the Night," (unpublished 
legitimate theatre play, 1956}, pp. 1-75. 
contemplating a divorce. Kingsley, Betty's employer, lives 
1 a lonely and meaningless life since the death of his wife. He 
has approached the tj~e i n life when age becomes a considera-
' tion and he looks wistfully back upon his more potent and 
virile years. Betty and Kingsley meet and an immediate bond 
I is established between them. Betty finds in Kingsley the 
warmth and gentleness she longs for. Kingsley, on the other 
I hand, is flattered by the fact that he can still attract so 
young and beautiful a woman. 
The difference in their age, however, creates a series 
1 2 
of obstacles to the normal progression of their relationship. 
Betty's mother, for example, forbids her to see KLngsley again 
and her girl friend 1.-vonders if Kingsley will be able to 
satisfy Betty sexually if they marry. Kingsley's sister, 
sensing that her own security will be threatened if he 
I 
I marries, chides him about his attraction to a girl who is 
I 
,I 
younger than his own daughter. Finally, his daughter, who 
subconsciously resents any woman attracted to her father, also 
tries to dissuade Kingsley from becoming serious with Betty. 
In spite of the opposition of their families, the 
relationship between them continues and in time Betty decides 
to get a divorce and to marry Kingsley. She senses that 
Kingsley feels insecure sexually, however, and induces him to 
have a premarital affair. The affair is unsuccessful and 
Kingsley is convinced that he is physically unable to enjoy 
a normal marriage. His doubts about their relationship 
~===~-==============~=========-~====================================~=========== 
are crystalized when Betty's husband attempts to win her back 
and the contrast in the age and virility of the two men 
becomes painfully apparent. At the conclusion of the play, 
however, Betty decides that affection and mutual need are more 
important than a purely physical marriage and she returns to 
Kingsley hoping to enjoy at least a few years of happiness as 
his wife. 
ANALYSIS OF THE PLAY 
In analyzing "Middle of the Night" we will use the same 
sub-sections employed in our study of Chayefsky's television 
plays and motion picture revisions. "Middle of the Night" 
will be examined from the points of view of structure, 
realism, characteriz~tion and theme and Chayefsky's style of 
writing in the legitimate theatre play will be compared to the 
techniques he uses as a television and motion picture writer. 
There is a general summary and evaluation of Paddy Chayefsky 
as a writer for the legitimate theatre at the conclusion of 
the chapter. 
STRUCTURE 
In "Middle of the Night,rr Paddy Chayefsky employs a 
structure that is quite similar to the construction of his 
television and motion picture plays. T?ere is a long first 
act, for example, in vThich the characters are established and 
the problem is stated, confirmed and re-enforced. The second 
act of "Middle of the Night" consists of a series of crises 
that build upon one another and add complexity and 
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complication to the problem and the final act is short and 
quickly resolves the climax and problem of the play. The only 
departure from the typical Chayefsky formula for construction 
in "Middle of the Night" is the climax which occurs in the 
last act, when Betty's husband returns and she responds 
momentarily to his physical attempts to win her back, rather 
than as a curtain for the second act. 
There are two sub-plots in "Middle of the Night" which 
are also used in a similar manner to the way Chayefsky employs 
sub-plots in the television and -motion picture plays. The 
first, similar to "The Catered Affair," concerns Betty's 
mother and her feelings of guilt arising from a former neglect 
of Betty. The mother, who had not really wanted Betty when 
she was born, had always favored her youngest daughter. The 
guilt feelings concerning her former neglect of Betty, 
strongly motivate the mother to protect Betty from what she 
considers to be Kingsley's i.-·nmoral advances. The second sub-
plot involves Kingsley's daughter, Lillian, and her Electra 
complex toward her father. Lillian has an unaturally strong 
attachment to her father and cannot accept any other woman 
who becomes emotionally involved with him. This motivates 
Lillian to crush Kingsley's spirit by bringing the 
impracticality of his ensuing marriage into sharp focus. 
Both sub-plots add complexity to the main story~line, but 
Chayefsky does not employ the sub-plot to trigger the climax 
in "Middle of the Night" as he often does in the television 
- --
plays. 
"Middle of the Night" is also structurally similar to 
the television and motion picture scripts in its use of 
coQnterpoise and confidant characters. Counterpoise character 
in "Middle of the Night" are again in complete sympathy with 
the primary characters, but forced to act as opposing forces 
because of their own circumstances. Kingsley's sister, 
Evelyn and his daughter, Lillian are both examples of counter-
poise characters. Evelyn sympathizes with her brother but 
recognizes that his marriage will threaten her position as 
head of the household and resists it. Lillian, although she 
loves her father, is jealous of any woman who attracts him and l 
also opposes the marriage. Betty's couterpoise, her mother, 
wants Betty to be happy, but feels that the only way she can 
be secure is to forget Kingsley and return to her husband. 
The confidant characters in "Middle of the Night," as in the 
television and motion picture plays, are similar in back-
ground and personality to the primary characters and support 
the actions of the primary characters. Kingsley's son-in-law 
acts as a confidant when he encourages Kingsley's marriage 
and ridicules his wife's possessive attitude toward her father 
Betty's friend, Marilyn, is also a confidant when she defends 
Betty's practicality and advises the mother not to interefere 
with the marriage. 
The only significant difference in the techniques of 
e structure in "Middle of the Night" occurs in the use of humor. ll 
We have seen in our analysis of the television and motion 
picture plays that one of Chayefsky's most impressive talents 
is his ability to frame a tender emotional scene with pathos. 
Chayefsky does not employ pathos in "Middle of the Night," but 
has replaced it with a satirical, ironic type of humor. Irony 
is best illustrated in the play by the actions of Kingsley's 
daughter, Lill i an. Lillian repeatedly attributes neurotic 
motivation to the other characters in the play, when in 
reality it is she who is victimized by the demands of her 
subconscious. Wh en Evelyn becomes distraught over her 
brother's plans to marry a twenty-four year old girl, for 
example, Lillian explains Evelyn's attitude in the following 
dialogue.77 
r 
LILLIAN: You know, Jack, she was in a state when we 
went to get our coats when we were leaving Paul's. She 
comes over to me, she says: "I've got something terr i ble 
to tell you." I thought she was. going to tell me she had I 
cancer. So she says: "Your father is seeing a girl, 
twenty-four years old.n So I looked at her, I said: 1 
"So?tt You know what it is with her, Jack? Subconsciousl~ 
she thinks of herself as my father's wife. She resents 
any woman who gets close to him. She never got along 
with my mother either, but that was an entirely 
different matter. So now she lives here in the house 
with him, and--I was against it, you know. VJhen my 
mother died, and ·my father told me that Evelyn wanted to 
move in with him, I said, "Pop, you're just feeding her 
neurotic attachment foryou." I wanted him to move in 
with us. 
77Paddy Chayefsky, "Middle of the Night," 212.• cit., 
p. 48. 
Later, in the same scene, Kingsley asks his daughter's 
opinion about marrying Betty and Lillian again attributes an 
abnormal psychological motivation to Betty's actions.7S 
LILLIAN: ·· Pa, I'm going to · be frank with you. The 
relat1onsh1p, to say the least, seems a neurotic one. 
The girl is obviously infantile in many ways. Otherwise, I 
she wouldn't have to look to older men. I don't know I 
the girl, but obviously she is very dependent, very 
infantile. The whole thing doesn't sound to me like the 
basis for a sound marriage. It sounds more like a 
father-daughter relationship than a husband-wife. It 
sounds like you want to adopt her rather than marry her. 
In spite of her accusations, it is actually Lillian who 
makes abnormal demands upon her father and who is guilty of 
all the motives she attributes to Evelyn and Betty. 
In summary, then, the only significant difference in the II 
structure of "Middle of the Night" is the use of irony, which 
replaces pathos as a hu.111orous device and \I'Thich appears in the II 
legitimate theatre play for the first time in all of the 
Chayefsky works we have studied. 
REALISM 
Chayefsky's style of exacting realism, on the other hand, 
has changed considerably in the legitllnate theatre play. It 
was noted in previous studies that the sets, character 
descriptions and dialogues of the television and motion 
7SPaddy Chayefsky, "Middle of the Night," .2.£• cit., 
p. 57. 
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verisimilitude to such an extensive degree. The sets of the II 
legitimate theatre play, for example, are conventional living-
room backdrops and reflect little of the atmosphere of the 
colorful bars and crowded subways depicted with such exacting 
I 
realism in the television and motion picture plays. The 1 
character descriptions in ''Middle of the Night," also lack the I 
vividness and sharpness of the descriptions of characters like 
IVIr. Healy and Cantor Sternberger in the television plays. . 11 
This de-emphasis on exacting realism in "Middle of the Night," 1 
is probably due in part to the inability to duplicate the 
close-up production techniques of television and motion 
pictures when v-rorking in the legitimate theatre. "Middle of 
the Night," nevertheless, is still written in a style of 
realism and verisimilitude is most apparent in the dialogue of
11 the legitimate theatre play. When Betty's friend advises the I 
mother not to interfere with Betty's romance, for example, 
the ambiguity of the mother's dialogue realistically depicts 
her confused emotions and accurately pictures what probably 
would occur if the scene were a real life situation.79 
THE FRIEND: Mrs. Mueller, a lot of girls find older 
men attractive because they're debonair. I have a girl 
friend who went with a married man for eight years and 
she finally had a nervous breakdown. 
THE NEIGHBOR: Oh sure·, what the hell. 
79Paddy Chayefsky, "Middle of the Night,ff .2E• cit., 
p. 28. 
THE MOTHER: (TO KID SISTER) You're not suppose to be 
listening to any of this. 
THE FRIEND: I knew a girl in my neighborhood who was 
running around 'I;ITith a man in his forties. She had to 
have an abortion, but everything turned out all right. 
THE MOTHER: You're full of cheerful anecdotes today, 
I'-'larilyn. 
THE FRIEND: ~~s. Mueller, I know Betty for six years 
now, and she's got a good head on her shoulders. 
THE MOTHER: Well, I won't say nothing to her no more. 
THE FRIEND: She's having a big romance now. She thinks 
she's go~g out with Spencer Tracy. But in the bottom of 
her heart, she's still crazy about Jack. 
THE MOTHER: Well, I won't interfere with her because she 
doesn't listen to anything I say anyway. She's always 
had her own way, and I gave up long ago trying to tell 
her anything. 
(BETTY ENTERS IN HER BATHROBE.) 
THE MOTHER: (TO BETTY) · This is the last time you're 
going out with that man, do you hear me, Betty. (TURNING 
TO NEIGHBOR) This is the last time she's going out with 
that man. 
Another example of natural, real.istic dialogue occurs 
when Kingsley calls Evelyn to tell her that he is not coming 
home to dinner and is unable to control his interest in 
Betty. 80 
(KINGSLEY SPEAKS INTO PHONE) 
KINGSLEY: Hello Evelyn, this is Jerry. No I'll tell 
you what happened. Is Lillian still there? Remember I 
told you about this girl in the office who was sick 
today?--I didn't tell you?--No, Betty Preiss, the very 
pretty one. She sits by the reception window--you know 
80paddy Chayefsky, "Middle of the Night," .2.£• cit., 
p. 24. 
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her. · The very pretty one. So I had to stop off at her 
house, pick up some papers she had, she didn't come in 
today. So I crune up here, I tell you, this girl was in 
an emotional state. So to cut a long story short, I 
talked to her, it turns out, she's leaving her husband, 
that's why she couldn't come · in today, and it poured out 
of her, the ~-Jhole story.--No, no, no, the blonde girl, th~~ 
exceptionally attractive one. The fat one is Elaine. 
This girl is a real beauty. I've seen lots of girls on · 
television vvho aren't so beautiful. An intelligent girl, I 
a good worker, but emotionally very immature.--Oh, don't 
be foolish. vVhat do you mean, I'm sh01'ling a marked . 
interest in how beautiful she is? It happens that she's 
a very pretty girl. All right, all right--I'm very tired jl 
right novv. vVhy don't you drive out with Lillian, and 
I'll catch a bite around the corner, and you can take the 
train in from New Rochelle in the morning.--No; I'll be 
fine. Apologize to Lillian for me-~absolutely, why 
should you stay in the house• Fine, give my regards to 
Jack and the boy.--All right, I'll see you. 
As in the motion picture version of "The Bachelor Party,n 
Paddy Chayefsky has also taken advantage of the relative 
freedom from censorship of the legitimate theatre when 
writing his play, "Middle of the Night." There is a scene 
between Lillian and Kingsley, for example, in which sex is 
discussed in a very frank and realistic manner.Sl 
LILLIAN: Pa, Evelyn tells me that you sit here in 
the living room like a corpse. 
KI NGSLEY: Evelynl Don't you know by novv not to listen 
to Evelyn? 
LILLIAN: Pa, hO'V'T' s your sex life? 
KINGSLEY: You're all right, Lillian? 
LILLIAN: I'm serious, Pa. You're a vigorous man with 
nonnal appetites. 
SlPaddy Chayefsky, "Middle of the Night," .21?.• cit., 
p. 13. 
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KINGSLEY: You're funny. All right, my sex life is not 
so hot. 
LILLIAN: I meant it very seriously. 
KI NGSLEY: I knovr you did sweetheart. Oh, I know a 
woman. I go up to see her every now and then. A nice 
woman. A widow. She's a buyer for one of the depart-
ment stores. Lord and Taylor's if you want to know. 
She's a very tasteful woman, quite attractive, in her 
early forties. Actually, I haven 1 t · seen her- in a couple 
of months. I asked her to marry me, and she said no, 
and I was very hurt actually. Oh, what run I telling 
you all this nonsense for? 
LILLIAN: Don't be silly, Pa. You've got to pour out 
your heart to somebody. 
Another scene in which sex is discussed in a realistic 
manner occurs when Betty explains to her friend how she 
feels about Kingsley.S2 
THE FRIEND: What do you figure, to marry the man? 
BETTY: If he asks me. I think I'm happy, · Marilyn. I 
can't tell you how I feel in so many words, but life 
seems very pleasant to me right now. I even get along 
'trvith my mother. I think I'm in · love. Seriously in 
love. I feel so full sometimes, it just wells up in me, 
my feelings for him. He went away for three days on a 
business trip to Detroit, I thought I'd die before he 
came back. 
THE FRIEND: Boy, he must be some operator, this guy. 
BETTY: You want to know something? In the whole three 
months, he hasn't put a hand on me. I know what my 
mother thinks. She thinks I walk out of this door, I 
head straight for a hotel. I told you what we do. We 
go dancing. We go driving. Mostly talk. He hasn't 
put a hand on me in the whole three months. 
THE FRIEND: Is that good? 
S2Paddy Chayefsky, "Middle of the Night," 2£• cit., 
p. 32. 
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BETTY: (FiffiVTJ,Y) No, it isn't good, and it worries me, 
i.f you want to know. I think he's afraid of getting 
involved "T;vith me. 
THE FRIEND: \Pili at I mean is, do you think he's going to 
be able to satisfy you sexually? 
BETTY: Look, Marilyn • 
---
THE FRIEND: Betty, you're jumping into a marriage, and, 
you have to be a little realistic too. In ten years 
he's going to be sixty-three and your going to be 
thirty-four. Do you think you're going to be happy with j 
a sixty-three year old husband in ten years? Think ~ 
about that a minute. A sixty-three year old husband 1 
-with white hair. You're a kid, you know that? You I 
really are. What do you think life is, Street and Smith 
Love Story Magazine? You had a good marriage vvith 
George. You paid the rent and you went to bed. What 
are you looking for? 
In summary, then, Paddy Chayefsky has de-emphasised 
verisimilitude in his descriptions of the sets and characters 
in "Middle of the Night." The legitimate theatre play, 
however, is still ~itten in Chayefsky's basic style of 
realism and verisimilitude is most apparent in the frank 
and intimate discussions and natural dialogue of the play. 
CHARACTERIZATION 
In "Middle of the Nightrr the characters are portrayed 
with more variety and more stature and depth than is apparent 
in either the television or motion picture scripts • • In terms 
of physical description, fo~ example, it was established that 
the characters in the television and motion picture plays 
tended to be typical middle-class people of small education 
and background residing in ethnic areas of large cities. 
This description applies to only three of the seven major 
characters in "Middle of the Night;" 'Betty, her mother and 
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4lt her husband, George. The other major characters, Kingsley, 
Evelyn, Lillian and Jack, are \tell-educated, in a high 
socio-economic bracket and reside in exclusive residential 
areas. 
From a psychological point of view the characters in the 
legitimate theatre play also show more emotional stability 
than their counterparts in the television and motion picture 
plays. In the television and motion picture plays, the 
characters tended to be pessimistic, defeatist and dependent 
on others • . rn "Middle of the Night" only Evelyn, Kingsley's 
sister, seems to fall into this category completely. Evelyn 
is both pessimistic and defeatist in her attitude tovvard her 
brother's marriage and is also dependent on Kingsley for 
financial and emotional support. George, Betty's husband, is 
dependent on his wife for physical satisfaction but is not 
defeatist, since he firmly believes that he will be able to 
recapture Betty's devotion. Lillian, Kingsley's daughter, 
is also dependent on Kingsley for emotional satisfaction, 
but is neither pessi~istic nor defeatist and feels that she 
has complete control over her father. Betty's mother displays 
a certain amount of pessimism regarding the marriage, but she 
is in no way dependent upon her daughter for support. The 
two primary characters in the play, Betty and Kingsley, are 
optimistic about their chances for happiness and are 
dependent upon no one except each other. 
In regard to the problems faced by the major characters, 
there is more similarity between "Middle of the Night" and 
the television and motion picture plays. It was noted in our 
previous studies that Chayefsky's major characters generally 
are confronted with typical, every-day problems within the 
familiarity of the average, middle-class household. In 
"Middle of the Night," Evelyn's dependency on her brother, 
the mother's feelings of guilt regarding her former neglect 
of Betty and Jack's adolescent determination to satisfy his 
ego, are all problems quite similar to the ones that appear 
in the television and motion picture scripts. The two 
primary characters in the legitimate theatre play are also 
confronted with typical, everyday problems. Betty's problem 1 
is one of frustration and insecurity in marriage and Kingsley ! 
is faced with the problem of his age and a longing for the 1 
potency and virility of his youth. The only character in 
"Middle of the Night" who is confronted with a situation 
that transcends the ordinary is Kingsley's daughter, Lillian. 
There is a strong implication in the legitimate theatre play 
that Lillian's love for her father has subconscious, abnormal 
overtones. This is clearly articulated by Lillian's 
exagerrated emotional outburst when Evelyn explains her 
position on Kingsley's relationship with Betty.83 
EVELYN: You see, why should he tell me about it? 
I don't want to know what he does with his nights. He 
calls up, he says he's not coming home for dinner. 
B3Paddy Chayefsky, "Middle of the Night," £E.• cit., 
P• 50. 
----- -
All right. 
to tell me 
business. 
don't want 
his .life. 
That's his affair. So why should he bother 
about .this girl if it wasn't a serious 
(OFFERING FRUIT TO THE!v1 WHICH THEY TAKE) I 
him to do something he'll regret the rest of 
LILLIAN: Evelynl Leave him alone, you hear mel He's 
hav1ng a little fun for himselfl Don't destroy it fo r 
him. 
EVELYN: (A LITTLE STARTLED) What's the matter 1-rith you? 
I 
LILLIAN: You're jealous of this girll Any woman that 
gets close to -my father, I resent--I mean, you resent! 
He's having an affairl What are you so upset about? . 
EVELYN: You seem more upset than me. 
LILLIAN: · (LOO KI NG AT THE APPLE I N HER HAND) I don't 
want this. 
EVELYN: (TO JACK) What's the matter with her? I just 
don't want my brother to do something he'll regret the 
rest of his life. 
Lillian's Electra complex is further illustrated when herl 
husband, Jack, in an emotional outburst, protests her 
possessive attitude toward Kingsley.$4 
JACK: (TO LILLIAN) Boy, you're greatl Boy you're 
grea~Sure, the trouble with Evelyn, she's got a 
neurotic attachment! Oh, ·boyl He came to you, he say's 
he's going to get married, and you whac.k him across the 
face with some two-bit psychology! What is that! Can'~ 
go to Florida nowl I knew · itl I knew itl I knew it! 
Your father needs youl Oh, sure, boyl Your father needs ! 
you like a hole in the head! How many tLmes have I · 
heard that? My father needs mel You need your father, 
that's what1 I knew we weren't going to Florida, I 
knew itl 
LILLIAN: Jack! 
S4Paddy Chayefsky, "Middle of the Night," .21?.• cit., 
p. 59. 
JACK: You're 
your father! 
New Rochelle! 
your father! . 
the one! You! You! Who's tied up with 
Took me -two years to get you to move to 
Couldn't live half an hour away from 
LILLIAN: Now, listen, Jack. 
JACK: Shut up! I'm going to Florida, you hear me? I 
don't care whether you come or not! Everything is for 
your. father! Three times a week you got to call him on 
the phonel I'm your husband, goddammit, you know that? 
How about -me? I want to go away for a vacation! How's 
about thinking about me sometimes instead of your 
goddamn father• (A MOMENT WHEN NO ONE SPEAKS THEN) I'm 
sorr y, Lillian, I'm sorry. Come on, let's go home. 
With the exception of Lillian, however, the problems 
confronting the characters in "Middle of the Night" are very 
similar to the problems encountered by the characters in 
Chayefsky's television and motion picture plays. 
In summary, Paddy Chayefsky has enlarged upon his 
characterization in "Middle of the Night" by providing more 
variety and adding depth and stature to the characters. The 
differences between the characters in "Middle of the Night" 
and those in the television and motion picture plays, ho";-.rever, 
do not distract from Chayefsky's basic formula for 
characterization. Although Kingsley and his family are in 
a h i gh socio-economic bracket, they still act like and voice 
the same dialogue as their couqterparts in the . television and 
motion picture scripts. The psychological differences in the 
characters of the legitimate theatre play are also not 
extreme enough to significantly differentiate them from the 
characters in the television and motion picture plays. Most 
important, the problems confronting the characters in "Middle 
I 
of the Night" are still typical ever-day situations and, with 
the exception of Lillian's problem, are easily identifiable 
by a large, heterogenous audience. The characters, then, 
are more varied and psychologically stronger in "Middle of the lj 
Night," but they have not significantly changed from the 
basic type of people depicted in Chayefsky's television and 
motion picture scripts. 
THEl\1E 
The m·ost noticeable difference between TTMiddle of the 
Night" and the television and motion picture plays is in the 
theme of the legitimate theatre play. We have seen in our 
previous studies that Chayefslcy's characters generally conform 
to social pressures and adjust themselves to their environ-
ment. The message Chayefsky usually communicates in his 
television and motion picture plays, is that life is 
unfulfilling, at least to some extent, and that happiness 
lies in our ability to adjust to the inadequacies of our 
environment. In "Middle of the Night," Chayefsky completely 
reverses himself. Betty does not return to her husband to 
seek what happiness she can in her marriage and Kingsley 
does not succumb to the pressures of his family and the 
impotency of old age. Both primary characters reject the 
conventional solution to their problems and reject the 
pressures of their social milieu. In "Middle of the Night," 
then, Paddy Chayefsky is telling us not to adjust to our 
circumstances, but rather to follow the impulses of our 
instincts regardless of the opposition of society. It is 
doubtful, however, that his complete reversal of theme is 
connected in someway to the nature of the legitimate theatre 
medium, since Chayefsky' s message in "Middle of the Night" 
could have been handled with equal ease in the media of 
television or motion pictures. It would seem more likely that 
the theme of "Middle of the Night" represents an honest change 
in Paddy Chayefsky's point of view and the message he chooses 
to communicate. 
EVALUATION OF CHAYEFSKY AS A LEGITIMATE THEATRE WRITER 
we have seen in previous studies that Chayefsky's style 
is ideally suited to television in that it successfully 
exploits the advantages of the medium while avoiding its 
limitations. When applied to the medium of motion pictures, 
Chayefsky's style is still effective, but does not fully 
utilize the resources of the screen. In the legitima~e 
theatre, on the other hand, Paddy Chayefsky is not successful 
in meeting the demanding requirements of the stage and is less 
effective as a writer than in either the television or the II 
I 
motion picture media. The plot-line of "Middle of the Night," l 
for example, is a simple and direct one, which moves quickly 
toward a climax without superfluous action or complication. 
Although such a plot development is suited to television 
because of the restrictions on time and, to a lesser extent, 
is still effective in motion pictures; it is too confined 
and rigid for the legitimate theatre. The lack of intimacy 
I 128 
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and his choice of theme also do little to enhance the l 
qualities of his legitimate theatre play. As noted previously, 
the characters in ttMiddle of the Nightn are more varied and 
of greater psychological stature than those in the television 
and motion picture plays. They are still, nevertheless, 
typical ordinary people who talk and act in a typically 
ordinary manner. l'-1ore important, the characters in trMiddle 
of the Night" are generally confronted with the type of 
problems that are everyday occurrences in the average middle-
class household. The theme of the legitimate theatre play, 
although quite different in point of view from the themes of 
the television and motion picture plays, is still easily 
identifiable and capable of being applied by a large, 
heterogenous audience. Chayefsky's characterization and 
theme material are well suited to television and motion 
pictures because of the large universal audiences these media 
appeal too. The legit~mate theatre, on the other hand, caters! 
to a more select and sophisticated audience and the tradition 1 
of serious dramatic vvriting in the theatre stresses characters 
and themes that are larger than life rather than similar to 
life. As a result, the combination of easily identifiable 
characters and quickly recognizable theme in "Middle of the 
Night," only succeeds in adding a new sense of smallness 
and further lliaits the scope of the legitimate theatre play. 
In summary, then, the combination of simplicity in 
structure, realism without action and easily identifiable 
e characters and theme in "Middle of the Night' TT all serve to 
narrow and restrict the dramatic ~npact of the play. It 
would seem safe to conclude that the very qualities that 
distinguish Chayefsky's plays in the media of television and 
motion pictures, severly restrict the scope of his work- in the 
more demanding mediQm of the legitimate theatre. 
1 _1 
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CHAPTER X 
CONCLUDING SUMMARY 
As stated in the introductory chapter, the purpose of 
this study was to test the following hypotheses: 
1. That Paddy Chayefsky employs the same basic style 
of wr·iting in television, motion pictures and the legitimat e 
theatre. 
2. That Paddy Chayefsky's particular style of writing 
is more effective in television than in either the motion 
picture or legitimate theatre media. 
In regard to the first hypothesis, our research indicates 
that the structure of the television, motion picture and 
legitimate theatre plays are practically identical. In each 
of the media, Chayefsky employs a simple, direct construction 
that moves rapidly forward to a fast climax and a quick 
conclusion. Supplementary techniques of plotting, such as 
sub-plots, counterpoise and confidant characters and pathos, 
are used to support the main story-lines and there is an 
absolute minimum of complications in construction. The only 
major variation in the structure of Chayefsky's plays is the 
use of irony rather than pathos as a humorous device in 
"Middle of the Night," but this in no way effects the basic 
form of the play. Similarly, Paddy Chayefsky's style of 
exacting realism is also employed in all three media. The 
sets, character descriptions and dialogues of the television 
and motion picture plays reflect an almost photographic 
likeness of the real world. In "Middle of the Night" real i sm 
has been de-emphasised in the sets and character descriptions 
because of the production limitations of the legitimate 
theatre; but verisimilitude is very apparent in the dialogue 
and intimate scenes of the play. In his characterization and 
theme material, Chayefsky has made several minor changes 
when adjusting his style to the various media, but he has not 
materially changed the basic qualities of his writing. The 
relative freedom of time in the motion picture medium, for 
example, has been utilized to further enlarge upon the 
backgrounds and motivations of the primary characters and in 
the legitimate theatre play, "Middle of the Night,n the 
characters are presented ·vfith more variety in physical 
description and with greater psychological stability. The 
characters in all three media, however, are still of the type 
that can be readily comprehended by a large, heterogenous 
audience and the problems they share are of a type that are 
everyday occurrences in the typical, middle-class household. 
Similarly, although the point of vie"t.v expressed in "Middle 
of the Night" is quite different from the messages of the 
television and motion picture plays, the theme material of 
the plays in all three media is still of a type that is 
easily identifiable .by a large, universal audience. In 
summary, although there are several minor variations in style, 
Chayefsky's plays in all three media are written with a 
simplicity of structure, a photographic similarity to reality 
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and a characterization and treatment of theme that is easily 
identified and understood by a large, heterogenous audience. 
The findings of this study, then, verify the hypothesis that 
Paddy Chayefsky employs the same basic style of writing in 
television, motion pictures and the legitimate theatre. 
The results of the research also prove the truth and 
reliability of our second hypothesis; that Paddy Chayefsky's 
~articular style of writing is more effective in television 
than in either the motion picture or legitimate theatre 
media. Chayefsky's simple and uncomplicated structure, for 
example, is ideally suited to the television medium because 
of the necessity of telling a complete story in fifty minites 
of broadcast time and the additional restrictions imposed on 
expansive plot techniques by television's small and un-
obtrusive screen. Similarly, Chayefsky's use of exacting 
realism exploits television's major advantage of intimacy 
and the ability of the television camera to examine minute 
detail through close-up production techniques. The typical, 
middle-class characters and simple, uncomplicated themes of 
Paddy Chayefsky's plays are also of a type that can be 
readily understood by television's large, universal audience 
and are well-suited to the nature of the medium. When Paddy 
Chayefsky's style is employed in motion pictures, however, it 
is not as equally effective in exploiting the basic advantages 
and limitations of the medium. Since motion pictures and 
television are similar in the audiences to whom they appeal, 
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Chayefsky's characters and themes are equally well-suited to 
both media. The simple, direct structure of Chayefsky's 
motion picture plays, on the other hand, is not successful in 
exploiting the expansive nature of the motion picture screen 
and fails to take advantage of the relative freedom of time 
in the medium. . Similarly, Chayefsky' s exacting realism is 
not as equally effective in motion pictures, since many of 
the smaller touches of verisimilitude are lost on the larger 
screen when close-shots are not being employed. In the 
legitimate theatre play, "Middle of the Night, tt the very 
qualities that distL~guish Chayefsky's style in the intimate 
medium of television, severly restrict the scope of his work 
on a live stage. The simple, uncomplicated structure of 
"Middle of the Night" is too confined and rigid for the 
legitimate theatre, where action is demanded in plotting in 
order to hold the interest of an audience seated some 
distance from the stage. Chayefsky's use of realism without 
the action of a strong story-line, has a tendency to emerge 
as dull and commonplace in the legitimate theatre. Finally, 
the typically average characters and theme of "Middle of the 
Night" are not suited to the sophisticated audiences of the 
legitimate theatre or the traditions of serious writing in 
the medium, which stress characters and situations that are 
larger rather than similar to life. 
In conclusion, the results of this study prove that 
Paddy Chayefsky employs the same basic style of 't'lriting in 
all three media and that Chayefsky 1 s particular style of 
writing is more effective in television than it is in either 
the motion picture or legitimate theatre media. This in no 
way implies, however, that Chayefsky 1 s particular style of 
writing is the only suitable one for television drama and it 
remains for future research to isolate the basic qualities of 
good drama in each of the media. The advantages and 
limitations of the television medium are rather broad in 
nature and there are many possible combinations that can 
successfully exploit the medium. Paddy Chayefsky has found 
one such combination which is unique to him and utilizes his 
o'm insights and talents as a writer. The personal quality 
that d istinguishes Chayefsky's work is his emphasis on 
character rather than action and his dynamic insight into the 11 
world of the ordinary. The key to his effectiveness as a 
dramatist is his k...11owledge of the emotions and conflicts of 
ordinary people and his ability to find warmth and 
significance in the small dramatic moment. These are qualitie 
that are dependent upon a writer's particular talent, back-
ground and experience and are not an intrinsic part of what 
constitutes good television drama. Paddy Chayefsky 1 s 
particular style of writing, although most effective when 
employed in television, is only one of the many possible 
dramatic combinations that can successfully exploit the basic 
advantages and avoid the limitations of the medium. 
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CHAPTER XI 
REVIEW OF CHAYEFSKY'S CRITICISM 
In this chapter we Nill briefly examine some of the 
criticism that has been printed in leading periodicals and 
newspapers concerning the works of Paddy Chayefsky. The 
chapter is divided into three sections devoted to an objective 
appraisal of the criticism of Chayefsky's plays in television, 
motion pictures and the legitimate theatre. 
THE TELEVISION PLAYS 
Most of the criticism of Paddy Chayefsky's television 
plays has been favorable in its comment. In a review of 
• Chayefsky's book of television plays Time magazine made the 
following observations:85 
Not so long ago--perhaps the life span of a single 
picture tube--it would have seemed presumptuous to put a 
batch of TV scripts between hard covers, somewhat like 
sending Milton Berle's headgear to the Smithsonian. But 
some TV drama has been getting astonishingly good in 
recent years, and one writer who helped make it so is a 
young (32) New Yorker named Paddy Chayefsky. Even off 
the TV screen and in cold print, these six plays are 
surprisingly entertaining, certainly better than a great 
many literary short-story collections. The Chayefsky 
characters come alive without the help of actors and sets 
(or commercials), and the best of them flash an image 
into the reader's mind that is not easily sv-ritched off. 
Jerome Ross, reviewing the same collection of plays for 
the New York Herald Tribune, was equally enthusiastic in his 
85 If TV in Print," Time, 65 (April 25, 195 5), p. 116. 
praise for the book.86 
Paddy Chayefsky is the first TV dramatist whose work 
has been given the permanence of t,he printed book and 
deservedly so. The six plays in this collection, at the 
time they were telecast, received ·vvide public acclaim 
and the best of them, "Marty," currently being shown 
in motion picture adaptation, recently won the Cannes 
International Award . They indicate TV 's coming of age 
and the development of a new literary form especially 
designed to meet its needs. These plays are hardly more 
than character vignettes, but drawn with such perception 
and honesty that, even in printed form, they are 
enormously effective and as readable as short stories. 
gr. Chayefsky has a keen ear for realistic speech and a 
compassion for his people. 
Another famous television critic, John Crosby of the 
New York Herald Tribune, has been unqualified in his support 
of the literary merit of Chayefsky's television plays. I•Ir. 
Crosby believes that TTChayefsky 's is a distinctive, personal, 
intimate style expressly suited to the intimacy of your 
living r oomn87 and, in a review of ttThe Catered Affair," he 
, made the following comments in his celebrated column: 88 
Chayefsky can never do anything badly. His sense of 
theatre, scene by scene, is unerring . His people are 
very human and, even if you have never set foot in the 
Bronx, very much like the people next door. 
Unfavorable criticism of Paddy Chayefsky's television 
plays, on the other hand, has been very sparse and in most 
cases only partly negative in its content. In a review of 
S6Jerome Ross, 11 A New Drama Created For TV," New York 
Herald Tribune (June 19, 1955), Sec. 6 , p. 4. 
S?John Crosby, 11 Radio and Television, 11 New York Herald 
Tribune (March 27, 1955), Sec . 4, p. 1. 
SSJohn Crosby, nRadio and Television , " Ne"\'T York Herald 
Tribune (May 25, 1955), p. 23. 
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"The Catered Affair'·" for example, Jack Gould was less 
enthusiastic than John Crosby, but his comments can hardly 
be considered completely unfavorable.89 
r~ . Chayefsky was most effective, as usual, in the 
duo scenes. The sequence between the bride and the girl 
who cannot afford to be her bridesmaid was most moving 
and genuine, as was the exchange between the bride and 
her mother. But for the better part of "The Catered 
Affair," Mr. Chayefsky was dealing simultaneously with so 
many characters that they tended to get in each others 
way and distract a viewer's concentration. W~. Chayefsky 
is not at his best when he has too much going on. 
Similarly, in a luke-warm review of the television plays, I 
Walter Goodman placed the blame for Chayefsky's inadequacies 
on the television medium, r ather than on the dramatist's 
writing talents.90 
Perhaps as Paddy Chayefsky increases in prestige, 
both sponsors and viewers will permit him greater 
freedom in his work, which, so far, is very much like the 
heart-warming fare served up each week by your Sunday I 
supplement. There is no reason why realistic drama 
must invariably have a downbeat ending--especially in so 'I 
upbeat an era--but knowing that Fate in the shape of a 
child-like Public is leaning over your shoulder as you 
write your last act is unlikely to encourage any kind 
of authentic dramatic courage, or even simple honesty. 
THE IVIOTION PICTURE PLAYS 
The reviews of Paddy Chayefsky's two motion picture 
revisions have generally been mixed in their reaction. The 
screen version of "Marty," on the one hand, received almost 
unanimous approval from most of the prominent motion picture 
89Jack Gould, "The Catered Affair,'' New York Times 
(May 25, 1955), P• 47• · 
90Walter Goodman, · "The Dramas of the Ordinary," New 
Republic, 1.32 (June 20, 1955), p. 20. 
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critics. The Saturdar Review, for example, had the 
follov;ring comment: 91 
I'm not sure that "I'-1arty" is actually the first 
television play to be turned into a film, although I 
think it likely it v-ron 't be the last. For what this 
lovely, touching, wonderfully human picture reveals is 
that a fine TV script provides a better basis f or a film 
than possibly any other source of material outside of 
the bona fide original. 
The New Yorker was equally adament in its praise of 
Chayefsky's style.92 
A gentleman with the liaprobable name of Paddy 
Chayefsky has adopted a television script of his own 
devising into a movie called 11Jiiiarty, n and the end 
product is a remarkable tour de force. Since my 
acquaintance vd th television has been somev1hat limited, 
I approached I'-1r . Chayefsky's film with no great hope 
that the thing would prove to be· much more interesting 
than a singing commercial. As it turned out, the v-rork 
produced all kinds of splendid reactions in me, and 
before it had reached its highly effective conclusion, 
I was toying 1:vi th the notion that in the author of this 
screen play we might have a new-day version of the Odets 
of the n Awake and s ·ing" period. 
Similarly, the magazine America was impressed with 
Chayefs ky' s sharply dravm characters and faithful 
reproduction of reality.93 
Author Chayefslcy's respect and affection for his 
characters is a blessed relief from the current tendency 
to portray the so-called average man in the inane and 
patronizing charicature of rrThe Life of Rileyn or "Ma 
and Pa Ket t le. n In addition to the comic-touching 
romantic leads, he has drawn a couple of priceless and 
9lttSR Goes To The Movies, n Saturday Review, 38 (II.1arch 
26 , 1955), p. 25. . . 
92nThe Current Cinema, 11 New Yorker, 31 (April 23 , 1955), 
p. 133. 
93 11Films, 11 America, 93 (April30 , 1955), p. 139. 
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sharply three dimensional Itali~n gran~~others and a 
gallery of aimless and compar at ively brainless youths. 
And the Nealth of observed detail about life in the 
Bronx conveys a vibrant and unmistakable ring of truth. 
Conversely, most of the revievls of nThe Bachelor Partyn 
were decidedly negative. Robert Hatch of the Nation, for 
example, reacted violently to Chayefsk'J' s point of view in 
the motion picture.94 
Paddy Chayefsky employs a technique of fanatic 
veris imilitude to tell cheerfully tearful fables about 
hwnble , dull and defeated men . Evidence not at all 
unli ke Chayefsky ' s has made social critics from the ti.rne 
of Swif t curse the race that bore them, but there is no 
trace of rage in this happy singer of the lowest common 
denominator. 
In a reviev-1 in Time, the characters and theme of YT The 
Bachelor Partyn were attacked with equal vigor.95 
Al l the t hings that Paddy is are hard at work in 
this film, but often they are working at cross-purposes 
with something he is not but vmuld apparently like to 
141 
be: the father of his country . In other plays he has 
someti.111es shovm a tiresome tendency to prat, but in this 
one he s pends rather more than an hour in mount ing t h e 
pulpit and clearing his throat. When at last he thunders 
forth his text , the congregation is ready to hear t he 
wisdom of t he ages. Instead, the message runs something · 
like this: "Don't cheat on your wife . Because if you do , 
you'll never fin ish night school. And if you don 't 
finish night school, brother, you'll spend the rest of 
your life as a crumby little bookkeeper at 72 per . 
Although favorable reviews of ''The Bachelor Partyn vvere 
definitely in the minority, Brosley Crowther offerred one of 
94Robert Hatch, 11 F ilrns, 11 Nation, 184 (April 27, 1957), 
P• 379 • 
95tt Cinema, n Time , 69 (April 15, 1957), p. 116. 
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j the few enthusiastic commentaries on the picture in t he New 
~ York Times. 96 
IvJr . Chayefsky in his •:Iriting and Delbert IVIann in his 
direction of ·t his filrn have made it delightfully amusing 
and compensating as it flows. For the most poignant 
revelations of emptiness and fear, they have provided · 
h ilarious explosions in the serio-comic vein. Indeed, 
the one thing that makes the pathos of it all endurable 
is the cheerfulness of the vvriter and the director in 
facing up to the ironies. 
THE LEGITD1ATE THEATRE PLAY 
In direct opposition to the criticism of the television 
plays; the revie111Js of Paddy Chayefsky' s legitimate theatre 
play were almost unanimous in their disapproval. Newsvveek 
magazine, · for example, said that: "Chayefsky is a play-
wright to be encouraged, but even vvith Joshua Logan's 
sympathetic direction TTMiddle of the Ni ght" pales when 
Robinson is off stage. n97 Harold Clurman, in the Nation, 
expressed his vie111Js in a particularly sardonic manner. 98 
The ultimate linpression I get from the people in 
nMiddle of the Night" is not only that there are no · 
cultural appetites, pursuits or horizons among them, 
but that they have lost all real taste for bread and 
wine and that even their flesh is only a sorry accident. 
They appear entirely surrounded by a world without 
substance except in publicity. I for one cannot enjoy 
their sedative quality. 
A review in the America questioned Chayefsky's ability 
to pursue the theme he had chosen in 11Middle of the Nightn 
96Brosley Crovvther, "The Bachelor Party, rr NeiiiJ york Tirnes 
{April 10, 1957), P• 37. · · 
97"Theatre," Newsweek, 47 (February 20 1956), p. 93. 
98Harold Clurman, "Theatre," Nation, 1B2 (February 25, 
'"=-==----12 ) 6 J ' p. 116. 
l and the authenticity of his characters.99 
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l 
Paddy Chayefsky's play is hardly worthy of the 
commendable performance it receives. The story describes 
a May-November romance in which a neurotic young 1!Voman 
yearns for a father, and a middle-aged "~>vidower \"lants a 
doll. While the t heme has received dramatic treatment 
on numerous occasions, there is no reason why it should 
not be presented again and again, so long as t he author 
has something orig inal to say on the subject. In the 
present instance t he author has nothing to say. 
The New Republic was also completely negative in its 
cormnents on the play .100 
When an author writes vvith his audience, not his 
characters in mind, his writing is necessarily all 
calculat i on and contrivance. Which is vvhy IVIr . 
Chayefsky's intended eulogy to average humanity doesn't 
work out--or, rather, why the averageness works out, 
and not t he humanity. 
Finally, in a review of "Middle of the Night" in t he 
New Yorker, Chayefs ky's characters, theme and maturity as a 
. . d 101 wr1ter were quest1one • 
l\Ir. Chayefsky' s ma jor preoccupation up to now has 
been with men and women who are socially handicapped in 
one way or another. nrviarty, 1t a s you probably know, is 
concern ed with the discovery of love by two rejected 
people, and I've gathered that the nearly unanimous 
opinion is that it is simple and touching . "Middle of 
the Ni ght 11 has something of t he first of these qualities, 
in spite of an irritating portentousness in some details 
of the production, but is largely lacking in the second. 
I was amused and embarrassed and depressed by the 
behavior of its principals, and certainly surprised by 
their decision to marry at the end, but I ' m afraid I 
felt no stronger emotions about t h em. It a lso occurs to 
me that Mr. Chayefsky is still somewhat naive, even as 
beg inning playwrights go. 
99Theophilus Lewis, " Theatre, n America, 94 (March 3, 
195 6 ) p. 619. 
ioo"Theatre," New Republic, 134 (February 27, 1956), p.21. 
lOlnMiddle of the Ni ght," New Yorker, 31 (February 18, 
1 956)' p. 60. - -
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In summary, the vast majority of the criticism of Paddy 
Chayefslqr's television plays has been favorable in its 
!comment. His motion picture plays, on the other hand, have 
received mix ed revie\II}"S. The screen revision of "Martyn was 
I 
generally acclaimed by the critics, whereas " The Bachelor 
1Party" received decidedly negative revie~tfs. Finally, 
Chayefsky ' s leg itimate theatre play, rrrv1iddle of the Ni ght," 
iwas almost universally rejected by the critics. In 
conclusion, it is interesting to note that the criticism of 
1Paddy Chayefsky's plays corresponds roughly in its opinion 
Ito the major finding of this study; that Paddy Chayefsky's 
particuYar style of writ i ng is more effective in television 
than in either the motion picture or legitimate theatre 
media. 
1 ~ 
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